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Abstract

In this thesis, | am attempting a reading of D.ldwikence which concentrates on the
representation of women in his fiction, somethimat tis revealing, not only of his
attitude towards women, but men too. This is bezdasvrence always maintained
close connections between his fiction and his fles@bout the relationship of the
two sexes and how their union can lead to realwonsation and ultimately to
spiritual rebirth. He believed ardently that menl amomen need to rediscover their
true original instincts which have been distortad debilitated by the evils of modern

mechanistic civilization.

In this quest for the original “other” selfgtkvoman plays the most important role.
Endowed, according to Lawrence, with natural imbnitand strong instincts, but
burdened with arbitrary, suffocating, social rulgise must find the way to her
authentic female self and to do so she must fodquath which usually involves an
experience of nature and leads to a meeting wéahntan who will help her reclaim
her womanhood and waken Aphrodite, the erotic gesildermant inside her. This is
a long, arduous process, a descent into the datkslef the human psyche, what the
Swiss psychoanalyst Carl Gustav Jung called anviithgiation” process, which takes
the human being to the very core of existence aodgbes crucial glimpses into the
real meaning of life. This other self is often ittBad by both Jung and Lawrence as
the innocent, primitive and long forgotten self,ighhinstinctively knew how to
appreciate life in its original demonstrations, sedf which was still in an infant state,
spontaneous and authentic, and thus healthy arg pucontaminated by the corrupt

materialistic outlook of modern society.
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Woman, by her very nature, is much closer thamrman to this “unconscious” self,
the place where instincts, urges and drives reSidis.can be seen as a dark
underworld, the Hades in the depths of the humard nwhere the woman will
descend after passing through various phases diicrgdation: She is Persephone
seeking Pluto, or in the eyes of her perplexedadtesh alarmed male companion, a
frightening Maenad, the mysterious feminine focegdoubtable goddess of another
world. In her closeness to nature, the typical leaweran heroine shows an Artemis-
like independence and self-reliance, and in hermaamon with man she turns, by
invoking Eros, into a passionate Aphrodite, ready keen to abandon herself in the
sacred union with the male other. In his descmiof this mythicization process
undergone by his female characters, Lawrence eftgrioys what Héléne Cixous has
defined as a feminine language, a language spgrfgbm the fertile emotional other
of the female nature, the “semiotic” language &f fdaminine body. | use Julia
Kristeva’'s term “semiotic” to signify this otherahd” of the unconscious, which, in
D.H. Lawrence’s fiction, is often connoted by tlealrland where the action takes

place, a land representative of these valuable hunsaincts.

Although Lawrence’s approach to woman mayhoeight of as essentialist, there
can be no doubt that such a view of the femal@ésad the outstanding
characteristics of D.H. Lawrence’s work. After adliere is something totally
fascinating about the way his female charactersseefo succumb to stereotypes,
social and literary, but think, feel and act witatarity, intelligence and resoluteness
that distinguishes them from the males. It showstho be not only individual and
free within their fictional context, but also indemlent from the very man who made

them.
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Introduction

Most of D.H. Lawrence’s literary work manifests et@'mined and painstaking effort to
answer the questions posed by the series of ¢hiaésimmered throughout the Victorian era
and erupted with the First World War. Deeply humtl @angered by what he saw as the
degeneration and waste of human life caught imétg of sterile conventions, imposed by an
aged, failing civilization and fading religious dugs, he bravely undertook the necessary
task to find and reclaim the fundamental valuelf@through a persistent if sometimes

contradictory exploration of human identity and Hedf.

His three important worksA Study of Thomas Hard$914-1915), “Education of the
People” (1918) an&antasia of the Unconsciousng4918), show how relentlessly
Lawrence was considering the possibility of essdidtig a harmonious world by modifying
modern attitudes and taking account of gendegicgliand psychology. These concerns were
widespread at the time and his thinking containsu#tiplicity of political and cultural
influences, derived from theosophy, socialism, séreformism, evolutionism and religious
primitivism. The intertextual references in his Wonot only reflect the conflicts of an
intellectual at times of protracted and seriousisr a part of the inevitable rhetoric of
anxiety in an era of torment — but also provideeg for a better understanding of his work, a

text that more than most seems open to interpoetati

The “effeminization” of Literature and the Lawrenci an Heroine

A trend had already appeared in Victorian literatiowards a return to the male-oriented,

adventure novel, in which primitivism was a peesigttheme. H. Rider Haggard, G.A. Henty,

1



Robert Louis Stevenson and Rudyard Kipling wereesofrthe exponents of those purely
male plots. This was certainly a shrewd move tdakp (male) market that was not
adequately catered for, but it was also a reattidhe perceived massive invasion of women
writers and the consequent “effeminization” ofrigtire which, some thought, reflected and

contributed to the effeminization of modern societgeneral.

Effeminization and a return to the primitivatst of mind were fashionable ideas at the turn
of the century and spawned, not only a fair nuntberery popular and reasonably interesting
novels, but also a fair amount of theoretical wgtiEdward Carpenter, Havelock Ellis,
George Addington and their German counterparts Whirths and Magnus Hirschfeld
speculated on feminism and gender differentiatrmmosexuality and the hidden depths of
the human character as dark continents that hbd &xplored, conquered and pacified.
Decadence, homosexuality and feminism were freedp@ated, or even taken, if not as
roughly synonymous, at least as symptoms of theesaalaise. Theorists such as Max
Nordau Degeneration1893) and Anthony M. LudovicMWfoman, A Vindicatignl923)
worried about the corrosion of traditional maseelvalues, employed a tone and a
vocabulary designed to lend the greatest urgentyeio eschatological scenarios, as they

alternatively warned, scared and reassured:

Decadentism is an exotic growth unsuited to Brisish, and

it may be hoped that it will never take permarreot here.

Still, the popularity of debased and morbid litara, especially
among women, is not an agreeable or healthy feature

(Pykett 160)



Lawrence’s engagement with this “exotic decadentigrten perceived as a modern sort of
“primitivism,” as well as with the “woman questinwas significantly different in its
assumptions and purposes, let alone intelligendgesfundity, but the idea of the primitive
as an alternative other was clearly very much gfatte intellectual air of his time.
Lawrence’s connection with the primitive, which sleall explore in more details in the
course of this thesis, constitutes a distinctiwsrant of his theory about the human
condition, namely the commitment to the privilegofghe body and his ardent belief that the
regeneration of the human being can only come tirakie celebration of the flesh. The
woman plays a vital role in all this for “Womantie Flesh” Foreword470). She is “the
swivel and centre on which he [man] turns closptgpducing his movementStudy52). It is
the existence of the female which “gives a marvis®n, his God” (53). This belief in the

importance of the female, | will argue, underpims Lawrencian fiction.

Lawrence was perfectly aware of the basicrtisiton between the truth of art and the truth
of doctrine, and thus careful to test his metaptatgheories in the laboratory conditions
provided by fiction In what follows, | will first outline his metaphys with reference to his
non-fiction, before considering his fictional treeeint of women as a potential source of

religious inspiration.

The Loss of the Modern Man and the Search for the &f

Lawrence would distinguish between the mind andbtiiy, “the known me,” “the conscious
ego” and “the self that lives in my body [which¢dn never finally know,” as he said in his
essay “On Being a Man,” written in 192R[DP 213). But when he had developed his theories

about the duality of the human being, he still nemtkthe thought adventure,” that is, what



he saw as man’s attachment to a false spirituddityugh which “he risks his body and
mind,” ignoring the eternal truth: “| am the sontbé old red-earth Adam, with a black
touchstone at the centre of me” (217). It is théck touchstone which from a modern
psychoanalytical point of view constitutes the emt$ of the unconscious self, “the blood
consciousness” or “the phallic consciousness,” Whiawrence also associates with the
savage, primitive instinct of ancient civilizatiosisch as the Egyptian, the Etruscan and the
Indian. In this approach, Lawrence, echoes Jurgjisfithat “ every step towards a fuller
consciousness of the present removes him [the madan] further from his original
‘participation mystiquewith the mass of men — from submersion in a commo
unconsciousnesgMMSS227). Jung believes in the existence of a collective
unconsciousness and Lawrence too refers to the conunges which define human

unconsciousness in general.

For both Lawrence and Jung, the need to returrearmtace this “other” consciousness,
the dark self, is necessary if human beings aeeleeve rebirth and recover wholeness. Like
many others, Jung was deeply disillusioned by #tastrophic First World War: “| realize
only too well that | am losing my faith in the pdskty of a rational organization of the
world, that old dream of millennium” (235). He talbout the gradual loss of “all the
metaphysical certainties” and their replacementatipnalist and materialist ideals, which in
their turn were to be shaken to their roots bydéstructive spirit of the twentieth century:
“The very picture terrorizes the imagination. Whet we to imagine when cities today
perfect measures of defence against poison-gakatad practice them in ‘dress
rehearsals?’” (236). Lawrence expresses similaniagabout the fate of humanity and the
deliberate dependence of man on the machine: “Wetstind blame the machine. But who

on earth makes the machine, if we don’'t? And aterations in the system are only



modifications in the machine. — The systermigs it is not something external to usRDP

90). Lawrence calls for a return “to the UnknowndGehom we ignore”:

We have to struggle for a new glimpse of God arid.Li

We have to struggle down to the heart of thindgsgne the
everlasting flame is, and kindle ourselves anolieam of light.

In short, we have to make another bitter adveritupailsating
thought, far, far to the one central polar of egeklye have to
germinate inside us, between our undaunted mindandckless,
genuine passions, a new germ. The germ of a neav Klaew germ

of God- knowledge, or Life-knowledge. But a newrge(209)

Jung, too, urges modern man to have a good lobis dpsychic depths,” for “no light or
beauty” — which amounts, more or less, to the mfemnew, reborn self — “will ever come
from the man who can not bear this sighMMSS248). In both Jung and Lawrence, this idea
of the revelation of a new consciousness, hithéeeply buried in the psyche of the
tormented modern human being, must entail the dangédescent” into the unknown,

unconscious part of the self.

Individuation is another word that Jung useddbtne this effort of the man to find his
self, a process during which “the individual comt®the monsters that lurk in his own
unconscious” (Snowden 70). This Jungian concept ggeat value in the understanding of
Lawrence’s characters, especially his women. Jgeg the term to denote the process by
which a person becomes a separate, indivisiblg,umftwhole” individual. He understood

individuation to be something that begins in midalie, when individuals reach what is



supposed to be the most active and creative p#neaflives and suddenly find themselves
facing an unknown vista or some unforeseen uphe@é is a turning point: the point
when the unconscious, the central organizing aypleeih the human psyche, which had
apparently hidden the greatest measure of itsanfia while the ego was building a life for
itself, suddenly returns full force to claim a aahplace in the individual’s life. What was
fragmented strives for unity; what was broken ysdan wholeness; and what was
suppressed seeks expression. This is a major wisch the individual can only face by
making once more a descent into the realm of tessapting forces and listening to their
demands. Lawrence used the term “individualist®asistocrat” to connote the man “of
distinct being, who must act in his own particuay to fulfil his own individual nature”
(Study45). This process, which Lawrence calls “secomthfiiis irrelevant to “knowledge,”
to the “Spoken Word” (40) and is mostly connectethhe idea of the man being the
creator of himself (42), “distinct” and “detachedsingle as may be from the public” (43).
The woman plays the most important role in thidl“dchievement” of the self (8) as it is
through the union with the female that man is fhedd” and made “big with increase” (53).

Woman, on the other hand, experiences real reipittler unison with the male.

This descent process that many Lawrencian hesaindergo, as well as the revealing
union with the male, are important subjects farlry research. All major female characters
in Lawrence’s fiction will, sooner or later, fadeetsterility of their conventional life, as
defined by the dominant social conditions. Mosth&m, like Connie itLady Chatterley’s
Lover, the Woman imThe Woman Who Rode Away and Other Stobephne inThe
Ladybirdand Lou inSt. Mawr feel the need to escape from a conjugal environthey find
suffocating, and venture into the Unknown, botérétly, by going to a distant, unknown

land, and metaphorically, through the descenttimar inner world in search for their



womanhood. Some of them are ready and able to gadbis test: Ursula ifhe Rainbow
engages in this arduous journey towards self-kndgdethe Woman allows herself to
become the object of a literal human sacrifice ,chtallegorically stands for the complete
abandonment of the self to the other, and Lo&tifMawrexperiences this sacred urge in the
presence of a horse and, led by her instinct, kehee family to serve the god of mystery.
However, most of these women need a male inittatbelp them find their sexuality, the
passion and the desire for the male other with wttgey unite in dieros gamosthe sacred
bringing together of the two opposites, a unionclihas we’ll see in the following sub-
chapter, Lawrence considers sacred, as it coretithe necessary step both sexes must take

towards rebirth.

However, there are also those who cannot athephecessity and complete this
metamorphosis: IlWVomen in LoveGudrun’s process towards the unknown is perifous
ultimately catastrophic, for what she discovensasdestructive unconscious side; her
descent is a descent into the Hades of the psybbeawhe dark feminine spirits hide.
Hermione, in the same novel, is a tragic figureghla to join and appreciate the true
maleness in a man. Similarly, in “Tickets Pleaslke¢ women become punishers of the man’s
vanity, ready to tear apart the male enemy, arfiitch & LaMode,” Winifred is a modern
woman, whose egoism does not let her embrace theeatieerness. This dark side of the
descent constitutes as we shall see, an essdatizm@t in the mythicization of women,
which Lawrence is not prepared to conceal. It isngxted with the modern woman'’s egoism
and her negative otherness, fabricated by the meaddindustrial world she has been living

in.



The Concept of “Opposites”

Lawrence believed in what he called the union afrépmutual opposites,” the ultimate union
of the opposite elements like fire and water, omctvithe law of creation is baseldhoenix Il
231). Man and woman and their union play a vitat pahis theory: “In procreation, the two
germs of the male and the female epitomise thectvgmic principles, as these are held
within the life-spell” (230). This is a concept whi as Jung often points out, is to be found
in most philosophical systems of antiquity as vasliChristianity. In Hermetic philosophy, it
is expressed by the terroniunctioof male and female, and in Gnosticism, it is kn@srthe
mysterium iniquitatisJung refers to the primordial concepharos gamosn Christian
mysticism, which however was “sublimated on a Igfigne.” For the Swiss psychoanalyst,
“the physical performance bieros gamoss a sacred rite not only became a mystery — it
faded to a mere conjecture.” He believed that Goisat and subsequently the Church,
turned the natural philosophy of this union “intoabstractheoria” severing it from its

physicality (Segal40-1).

For Lawrence, this union with the other sex lddwelp the human being to find his/her
authentic, real self, the self who is mostly conedavith the body and the senses and as such
is closer to the primitive rather than the civitizelea concerning the image of the self. This
union has both physical and metaphysical dimensiospired by his reading of ancient
mystical and pagan philosophies, he called thisrufé& consummation,” which “may be also
physical, between the male body and the female .Bdlyit may be only spiritual, between
the male and female spiritS{udy68). But physical or spiritual consummation aloge i
inadequate: “the marriage in the spirit is a lied ghe marriage in the body is a lie, each is a

lie without the other” (83). The ultimate union nbg both in body and spirit, it must be “the



Holy Ghost” union. The employment of the world “wbshows how much Lawrence values
this experience. This union becomes one of the sw#dpects of his work. But there are also
cases, when he praises the union of the bodies timanethe spiritual union, and seems to
believe that the body by itself can lead the hulmging to spiritual rebirth. Women, who are
more closely attuned to and comfortable with theidies and senses, are more receptive to
this mystical experience and become the most aiecaxamples of this metamorphosis.
Alvina and Cicio inThe Lost Girldo not appear to have any spiritual bond to spé&abub

this does not stop Alvina from discovering in Cisiexotic otherness a new world,
completely unknown to her hitherto, which offers tiee possibility of a new life closer to

the body and the instinct.

The Unconscious and Feminine Otherness

| have used the term “unconscious” throughoutttinesis, because my aim is to focus on the
terms through which Lawrence perceives woman arnidhtre uses in the delineation of his
female characters. These help to explore and exaifar as it is possible, the irrational
urges and impulses, active in the depths of theamupsyche. Here Carl Gustav Jung’s
conception of the unconscious, personal and colkdhas been very useful. According to
Jung, in the unconscious of the male, the colleativconscious finds expression as a
feminineinner personality: the anima, the total of all amscious feminine psychological
gualities a male possesses, which is one of thesswf creative ability. As | attempt to
show in this thesis, Lawrence and his heroes gifteject their anima and the archetypes
which exist in this anima on the feminine charagt&his is seen as a catharctic process, as in
the case ofons and Lover®r as an effort on the part of the male charadtediscover and

finally define themselves. But the term unconscisusore often used, in my analysis, in



relation with Lawrence’s female characters.Takiggia the Jungian theory as a background
theory for this thesis, it is worth noting that tbe psychoanalyst, the unconscious is a
feminine realm: “Psychologically the self is a umiof conscious (masculine) and
unconscious (feminine). It stands for the psycbtality. So formulated, it is a psychological
concept” (Wehr 116). Erich Newman, Tine Origin and History of Consciousn€4954),
asserts that “man experiences the ‘masculine’ &tre®f his consciousness as peculiarly his
own, and the ‘feminine’ unconscious as somethirgnab him, whereas woman feels at
home in her unconscious and out of her elementms@ous” (Wehr 117). Julia Kristeva, to
whom | will refer in detail later, calls the “uncerious” phase in a child’s development,
when the infant is still attached to the mothedsiya “semiotic,” and the subsequent phase,
the masculine order, when the child becomes awldralwiduality and enters human

society, “symbolic” (103).

As it becomes apparent, women are frequentipected with the “other,” not only in
Jungian theory and male authors, but also by icfamunists. In my thesis, | use the term
“other” and “otherness,” not only in connection lwihe woman’s uniqueness and
subjectivity, but even more as a term to connotgreacian otherness, the unique male or
female essence which each sex seeks to discovematedvith. Interestingly, Lawrence
would not portray woman as the other in the sefsieecexcluded creature with privileged
access to the unconscious who belongs to anothdd essentially different from the male
one in which she must live. His heroine’s procesgards rebirth reminds one immediately
of the Jungian individuation process, even thougigkeems to be concerned with men only,
as women are often seen, in Jungian analysis,vasghan atrophied ego (Wehr 100-3). The
Lawrencian woman however is better equipped fa thission than the men. And in this,

Lawrence seems to agree with Jung that the woman
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[...] with her dissimilar psychology, is and alwdyas been a
source of information about things for which a nhais no eyes.
She can be his inspiration; her intuitive capa@fien superior

to man’s, can give him timely warning, and her ifegl always
directed towards the personal, can show him wayshalis

own less personally accented feeling would nevee loiscovered.

(Wehr 105)

For Lawrence, “the female exists in much more thigrithe man’s] woman. And the finding
of it for himself gives a man his vision, his Gd@tudy53). For Lawrence, woman is
something more than a representative of the fespmeies: She is “the door for our in-going
and our out-coming”Koreword471), the one who leads man to self-discoveryzad” that
must be embraced. Woman, for Lawrence, is thus mhaire “inspiration”: She is a sacred,

respectable figure.

The Idea of the Sacred: Otto, Bataille and the Frech Feminist Theoreticians

The German religious thinker Rudolf Otto (1869-1037 hisldea of the Holy(1917),
resurrected the ancient association of the “holighwthe extra-cosmic and the irrational. Otto
needed a word for the “holy,” the “sacred,” thatlmne of the traditional ethical and moral
connotations, and focused on the “overplus of nmegrthat signifies the irrational spiritual
aspect. So, taking as root the Latin wotshmen which literally means “nod,” but was
commonly used metaphorically to signalize “the dévwill” and thus “the divine,” he came

up with the worchuminés transferred into English asiminous Otto acknowledges in the
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religious feeling “this hidden and esoteric elemémat is almost impossible to conceptualize
or understand, the sacred intuition in the deptitieohuman psyche, unfamiliar but intense
and ever-present, ready to manifest itself in drenfof the “awe” or “ecstasy” or “religious
dread” that the human being experiences in froth@fdivine power (Otto 5-11). This is the
“other,” the obscure and disowned force which existgifted individuals and which
Christianity has tended to diminish by the impasitof moral codes. Lawrence blames
Christianity for attempting to subjugate the livifagce and energy of the human being to the
intellect and to dogma: “And | am very sorry of ralfsheld in the grip of some stronger
force” (Studyl3) something that seems to echo Otto’s beliefttiestandardization of myth
and arid pedantry is destroying man’s capacityféel” the mysterious “other.” Such an
approach by Otto and Lawrence does justice tortaganal, mystical nature of the sacred
and brings it much closer to the human natureliitsaprecious variety, as it seeks to re-

establish the value and uniqueness of these prialangtincts and urges.

The French theorist Georges Bataille (1897-1a®®ugh far more extreme in his
views, belongs to this line of thought too. Lawrenaf course, was never acquainted with
Bataille’s ideas, however, in my thesis, | am tgyto show how the English writer
anticipates the modern French philosopher partilyuila issues concerning eros, the sexual

act and the body.

In Erotism(1957) andTheory of Religiorf1973) Bataille opposed the Christian
notion of transgression as fall, discerning in $ignession the impure aspect of the sacred.
Like Lawrence, he attacks the subjugation of thdytto the spirit, and moreover, he
connects the sacred with the carnal, the “bodilyadations (blood, sweat, tears, shit);

extreme emotions (laughter, anger, drunkennestssgssocially useless activity (poetry,
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games, crime, eroticism), all of which take thariaf a heterology that “homogenous
society would like to definitely expel” (Richards86). For Bataille, the sexual act involves
“the dissolution of the personEfotism17), it is a violent as well as excessive act (42),
which calls “inner life into play” (29). Like Batié, who takes this unconscious, erotic self to
be the source of the sacred, Lawrence finds atodhss “other” self through the senses:
through “the gates of the eyes and nose and mautlears, through the delicate ports of the
fingers, through the great window of the yearningglst, we pass into our oneness with the
universe, our great extension of being, towardsitoide.” In the lower part of the body,
which is the centre of sexual activity, Lawrencesglies the centre of the blood-
consciousness: “There the great whirlpool of thex éood revolves and assimilates all unto
itself” (Phoenix 11235). For Lawrence and for Bataille, the bodyhis tool to reach the
sacred, and particularly for Lawrence, it is theamseto achieve eternal union with the
cosmic essence, the universe where the femaler*ath® be found: “the body it is which
attaches us directly to the femal&t@dy66) and in the body there is the “mystic dualism of
otherness”(Phoenix [1237). Thus, for Lawrence, the union with the othera means to

reach the sacred is a process intimately conn@atedhe woman.

This brings us close to the view of the fenedethe other,” and it is at this point that |
shall attempt an association between the theolready referred to and the work of the
French feminist theorists of the sixties and theesges. | shall try to trace the relations
between these new notions of the sacred, and tegaeding the unconscious and the female
as expounded by the French feminist theorists Bulgteva and Héléne Cixous. My aim is to
show how Lawrence’s writing is an example of the/weese theories can be brought
together creatively, and what light this assocratitay shed in his use of language and his

depiction of the female characters.
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Thinkers like Otto, Lawrence and Bataille confithgisee the “sacred” in things that the
legislators of human society would like to expetlaagerous and incompatible with social
order. Moreover, they discern holiness in the redtomanifestations of the mystic self which
has very little to do with notions of the righteassexpressed by conventional morality. The
sacred occupies a place outside the “rational” lwttvthe greatest manifestation is the
language. In language-dominated societies, acaptdiCixous and Kristeva, women learn
to take their place in the patriarchal, social omfemeaning with feminine identity being
constructed in male language. Jacques Lacan, gémelfrpsychoanalyst on whose theories
Cixous and Kristeva based much of their analysadeuines the centrality of language in the
construction of gender, together with the totdllysionary nature of any sense of self as
stable and coherent. Julia Kristeva focuses opt&dedipal relationship between mother
and child, what she called the “maternal era.” &wihg Melanie Klein’s study of the early
mother-child relationship, Kristeva shifts the erapis from the Freudian-Lacanian concern
with the Oedipal father to the importance of thetivo bond, before the child enters into the
language-dominated symbolic order, that is, thegrahal social reality, and starts acquiring
a sense of individual identity. This maternal ergharacterized chiefly by physical
sensations, as the child touches, tastes and simell®dy of the mother, the body of blood
and milk and the holy dirtiness, the body of |Keisteva calls this phase in the child’s
development, which precedes the entrance intoytmbalic, the “semiotic” stage (Lacan
called it “the imaginary”). It is from the semiotithe maternal era, that a woman must derive
a feminine, libidinal kind of expression, in oppasn to the forced, considered and dominant
male one. It involves the crossing of what Kristeals the “threshold” between the
conscious and the unconscious, where the sociahanplsychic interact and poetic language

is concretized. Poetry, Kristeva believes, bringsud a revolution in the norms and habitual
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forms of language use. It is the articulation @& thner self, a return to the era of the
unconscious, the ever present semiotic, which, gveumgh it must retain the ordering
presence of the symbolic so as not to become ahogig utterance,” slips through
consciousness and makes itself apparent in eveng ef the human being to cross the
boundaries, spiralling out of the controlling formethe symbolic. The maternal, pre-Oedipal
phase, when men and women have equal accessadsegl ®ral he Lost Girlis a text that
shows very clearly how close Lawrence comes toetidesas. Alvina goes back to reclaim the
vital ingredients that have been denied to heraffamdons England, that is, the symbolic
order, for Italy, the semiotic, and in doing so sheoses to follow her instincts and reject the
sullen safety of conformity. In this decision,stlove, the strongest of emotions, the one
supremely indifferent to reason, and cruciallytitaglitional domain of female deities, that

gives her the necessary impetus.

Héléne Cixous also identifies the need to caosa feminine identity by abolishing the
“phallocentric” language and replacing it with asnieminine language, the language of
metaphor and sound, the language of the inner“gali: glances, our smiles, are spent;
laughs exude from all our mouths; our blood flowd ave extend ourselves without ever
reaching an end'NFF 248).“Glances,” “smiles,” “laughs,” “blood” all belongtthe world
beyond “social propriety” which encourages the esten of the known self to endlessness,
what Bataille calls the loss of the self in theterexperienceKrotism31). In this “writing
by women,” the so-called “écriture feminine,” taevould be no structure or control by
traditional grammatical and syntactical logic -egit based on the systematic, imposed use
of the word which reflects the male-dominated gtriec of society. It is the language of the
body, the language of abundance, the languageioé wmd sound, of music and rhythm: “In

women'’s speech, as in their writing, that elemelnictv never stops resonating [...] that
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element is the song: first music from the firstoeof love which is alive in every woman”

(NFF 251).

It would be an exaggeration to say that Laweesizandons traditional grammatical and
syntactical logic. But it would also be wilful biness not to be struck time and again by how
close, otherwise, he is to “écriture feminine.” lramnce, the male author, invests the erotic
with a female aura. The Lawrencian woman abanderself in an erotic dissolution, not
only in the presence of her lover, but crucialgr, inore often, when she undergoes the
apocalyptic experience of the other, mythic seHlijoh is hidden in the depths of the psyche,
and is reflected in the eternal natural cycle & land Death. Such apocalyptic moments are
articulated in an apocalyptic language, poetidataille and Kristeva, female for Cixous

and other feminist critics like Luce Irigaray, batall cases “sacred.”

If such a language has no proper place inldestatriarchal system of expression, for
Kristeva, this language is, not only symptomati¢haf fragmented nature of the writing
subject, but also of the constant interplay betwberstability of the form and its subversion,
since language is defined by the interaction betvibese two modalities, the semiotic and
the symbolic. Through this double function of laaga, the positive female images are never
clear-cut identities with a complete, stable edueyralways resist the restriction of a final
definition. Shadows of their concrete existence,lthwrencian women become the creation
of the author’'s mind — that is, the male, sociahjrend also, his soul — his female,
unconscious, semiotic. This constant transgressitime boundaries, in an attempt to reach
otherness, what Rudolph Otto called thgsterium tremenduf®tto 12), the fearsome and
wonderful object outside the self, is an act ofrieds connected with the human desire of

“becoming one with God, consummated into eterniRDP 265).This demands a dissolution
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of the self, a dissolution in which Bataille seeseaotic dimension, and which Lawrence sees
as the “consummation” of the ego: “I melt out andg@one into the eternal darkness, the
primal creative darkness reigns and | am not aaséltam’ (266). This consummation is
erotic because it ultimately leads to woman: “ithgs, seeking consummation in the utter
darkness, that | come to the woman in desire. Sheeidoorway, she is the gate to the dark

eternity of power, the creator’'s power” (265).

The Lawrencian Heroine and Her Mythicization

Lawrence’s perception of women often leads himitinze them, endowing them with
gualities resistant to any sort of patriarchal coinfThese women often turn into sacred,
simultaneously earthy and unearthly creatureslyriehdowed with revolutionary symbols,

but also, at the same time, complete realisticqmaigties, who deserve our approval and
admiration. | have used the term “mythicizationtaese in my analysis | attempt to suggest
another “reading” of the Lawrencian heroine basethe similarities that | have noted
between the various facets of the female charantddsH. Lawrence’s fiction and ancient
Greek goddesses such as Athena, Artemis, Heragptense and Aphrodite as well as other,
more threatening and subversive mythological figuseich as Medusa, the Maenads and the

Erinyes.

It is a matter of record that Lawrence was w&etjuainted with Greek tragedy, philosophy
and religion since the ancients were standardgbdnis education. In 1909, when he began
teaching at the Davidson Road School in Croydonghd EuripidesThe BacchageElectra

andMedeaand Aristophanesrhe Frogsin subsequent years, his reading included Jane
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Harrison’sAncient Art and Ritualdohn Burnet'€arly Greek Philosophgind Gilbert
Murray’s The Four Stages of Greek Religion 1911, the year he started writiSgns and
Lovers he read Sophocle®edipus Rexin 1916, he re-read Herodotus and became
acquainted with the poetry of Hesiod. After 1928 reéad Aeschylugresteiaand Plutarch

(Burwell 161). All these provide possible sourcéhie knowledge of Greek mythology.

The Lawrencian woman, | suggest, is often eretbwith the charm and the power of
Greek goddesses, a power immediately perceivetldognles she meets. Yet, however
poetic these women may be, they are often plac#teiposition of outsiders. They are
alienated creatures, whose creativity enables tohdmestow beauty and grace on the
commonplace. They are Aphroditelst among strange people, yet in search for thei
sexuality and womanhood, Hefdmund in conventional and unsuccessful marriages,
independent-minded Artemisasho seek to escape and pursue the impulses ofihdi
nature. In his depiction of women, Lawrence seenddfer the portrait of a mature
existential being in search of an identity, whicnrence labels feminine: “that she bear
herself” giving birth to her own identity, he claaah, that is the woman’s “supreme and risky
fate” (Study48). It is Aphrodite, the erotic self containecevery woman, the hidden
subterranean “other,” which, once discovered, l¢hdsvoman to her eternal union with the
“other half,” the male, and offers “the completensciousness,” which for Lawrence is “two

in one, fused. These are infinite and eternal”.(51)

The path these women choose to follow leads tikeeper and deeper towards self-
knowledge. The transient moments, when the Lawaeneioman abandons herself to her

innate instinctual self, come through the mystiaspiration in nature. Women are alert to

! In the Greek pantheon, Aphrodite was the goddebeauty and love.
’Hera, Zeus' wife, was the patron goddess of theljaand married women.
3 Artemis was the goddess of forests and hunting
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their basic nature, “the other,” “the oceanic,” thg” and they are not afraid to obey its call.
Here, | must make a reference to the source oéttezms as they are all used constantly in
my thesis, signalling the irrational, unconsciausfathomable aspects of the human self.
Johannes Fabian, ifime and Other: How Anthropology Makes Its Ob{@&83), identifies

the “other” with the primitive, non-Western, irratial and mystical, signalled by Eastern
religion and philosophy, by the savage and the igxien(Torgovnick 223). Jeffrey Masson in
The Oceanic Feeling: The Origins of Religious Seatit in Ancient Indi&l980), states that
the source of the term “oceanic” is Romain RollanabokThe Life of Ramakrishn@d927),

in which the Catholic theologian and novelist rapd@amakrishna’s description of himself as
“salt, dissolved in the great ocean of universealldhd saw in this statement “the
interpretation of the self with the cosmos,” a @nsal, spiritual experience. It is worth
remembering here that, as Marianne Torgovnick pant, “the implications of this book
staggered Sigmund Freud and shook his belief imiginess of civilization” (11), and that
Freud himself called the first stages in a chiieselopment “pre-Oedipal” or “oceanic”

(15). Lawrence, irstudies in Classic American Literatuf®23), used the term “IT” to

signify “the deepeswholeself of man, the self in its wholeness” (13), “tihknown inside

us or outside us” (26), which is “in touch with theurce” (13) to which the human being has
to obey, as this “IT” constitutes the “inward voigkreligious belief” (12). Thus, for
Lawrence, the comprehension of the “IT” by the warnsaessentially a religious practice: the
knowledge of the psyche, precisely what psycholagis truest, most profound sense
aspires to: hearing the soul talk, registeringniter rhythm. For Lawrence, this is the real
religious practice that leads to salvationhrs life and the woman is the priestess, the blessed

guide who will lead to salvation both herself aredl man.
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The Feminist Approach
Of course, there is an obvious counter argumetitedwiew of femininity as something
essentially mysterious and radically different framasculinity. Many feminist thinkers
believe that notions such as the “eternal femifiifiemale instinct” and generally the
confinement of the female within the “nature ohijs” support and sustain a crude
essentialist approach to gender, which justifies @erpetuates the social injustice and
isolation of which woman has historically been etim. In theNew French Feminisme/e
see the writings of many feminists, contemporargitamus, Irigaray and Kristeva, who have

their objections concerning the image of womanamsething “other”:

There is no woman, no femininity, no eternal fem@iThere is

a social group burdened with lowly tasks, desplssthuse it

must do these tasks, and so little “specializedt the language
which refers to us and gives us a form simultangadescribes us
as the sex, but also as the sex which has nasdke Mother-
Goddess and the whore, as the muse and the bikegfoWe know
that women illustrate a power relation implyingauble work

load, professional unfitness, the lowest possialarg, the
exclusive social responsibility for the care of diderly,
handicapped, and children. Some say: woman. Wexsayen.

(NFF 230)

Lawrence prefers to concentrate on the idéthefwoman” and “the sex”:

For sex, to me, means the whole of the relationsatpeen
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the man and woman. Now this relationship is faatgethan
we know. We only know a few crude forms-mistresgew
mother, sweetheart. The woman is like an idol, oragionette,
always forced to play one role or another: sweetheastress,
wife, mother. If only we could break up this fixitand realize
the unseizable quality of real woman that a wonsaanfiow,

a river of life, quite different from a man'’s rivef life: and

that each river must flow in its own way, thoughheut breaking
its bounds: and that the relation of man to woimsahe flowing
of two rivers side by side, sometimes even mimgglthen
separating again and travelling on. The relatigngha life-long

change and a life-long travelling. And that is.qg&E 302)

The excerpt above is taken from the essay “We ezl Another” (1928), written in the last
years of Lawrence’s life, and | believe that beybrsicomplex and controversial relation
with gender issues, Lawrence here summarizes vehatls trying to dramatize in most of his
fiction. However, his ambivalent relationship wittomen and feminism in general and the
way this ambivalence is portrayed in his writing Ipgovoked the reaction of many women
writers. His view of woman as “the flow,” which rsiparallel to that of the male one,
together of course with a number of other differgmhbolic concepts which constantly
depict the two sexes as two complementary foragfswhich the most controversial one is
the woman seen as “the Will to Inertia” with maesas “the Will to Motion” $tudys5) —
inform Lawrence’s literature, which has often beenused of allocating to women roles

inferior and secondary to those of men.
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Although the possibility of stereotyping cahbe ruled out, in this thesis | aim to show
that the motives behind his depiction of his fencdaracters are, if not necessarily
incompatible with stereotyping, in the main, muiignd in many cases irrelevant to it.
Keeping in mind that Lawrence was interested imigzing his metaphysics, the reader can
distinguish the flexibility which underpins theserpaits, a flexibility which, one might

argue, enables them to surpass any authorial ioteahd acquire a life of their own.

Lawrence is not interested in merely constngcfeminine characters, creative or
destructive, healthy or pathological. By providemgumber of stories in which realistic
human characters are set to interact and thuslreseeething of the forces that shape human
behaviour and life, the author aspires to give eadividual the strength to escape the
limitations of a life shaped by modern culture, @hhas deprived human beings of the
instincts with which nature originally endowed thdmthis effort, women are his most vital
instruments. It is mainly through them that Lawremgll organize his own experiences,
fears, internal conflicts and ideas into a singleative. The task is hard, ambitious and
risky, revealing of another important aspect ofphastaking procedure of character
construction: in telling the author’s story the fame characters also tell their own and vice-
versa, in many cases weaving what is called inth@sis, a sub-plot which runs parallel to

the main one.

The Men’s Reaction: The Male Fear of the Female

Lawrence believes in the union of the two opposites male and the female, as an essential
condition for the return to a natural and more terd state of being, which signals the

rebirth of the human being as a substitute forigfian salvation. Thus, this union cannot but
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be sacred: “The clear, full inevitable need in mé&at, |, the male, meet the female stream
which shall carry mine so that the two run to fsll#ood, to furthest motion"Study50). But

he is fully aware that the male too will hesitagédse abandoning himself to the female
other, and through the male eyes, women are offem &s mysterious, demons or deities
from another world, who must either be obeyedrought to subjection. Edward Whitmont,
here quoted by Wehr, describes this secret fearenf towards the women whom they cannot
explain and understand: “Fear and attraction, ¢t &lways go together in the confrontation
of the world of the absolutely other, the other ge) Even in the case of a good relationship
between mother and son, the pattern of expectatioggard to women has its element of
secret fear” The Symbolic Qued©2). Wehr, commenting on these thoughts, poiatshat
Whitmont's words “absolutely other” are often usedlescribe God. Wehr goes on to
suggest that “the anima projection renders merpagle of perceiving the humanness of
woman” (Wehr 110). This is the theoretical backgmon which | shall base my approach to
Sons and Lovershe subject of the first chapter: Paul Morel pob$ his anima, to use the
Jungian terminology, on the female characters @ftbry, his mother and his two lovers,
Miriam and Clara. All of these women become progats of his fears and defects,

mythicized figures and finally the object of hisntempt.

The Rainbowthe subject of my second chapter, is one of Laeg&s novels in which he
dramatizes once more this male fear of the femalnown. The Brangwen men approach
their female partners with “awe and fear.” In mothe novels, in fact, men can be seen to
mythicize women in their effort to “explain” andrikew” them. This fear of the female is to
be found in most of the novels: There is a striksngne inVomen in Lovethe focus of
chapter three, when the exasperated Birkin stdreembon, Cybele, the female goddess, as

he struggles to cope with the urge to “submit” tslwa. Similar scenes can be found in some
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of the short stories. [Mhe Captain’s Dollpn which chapter six is focused, the Captain tries
to break female resistance and thwart his lovdsiktato see through him. In “Witch la
Mode,” the subject of chapter five, when Winifradperceived by Bernard as a threat, he,
unable to understand what is happenning, views&@n unreasoning, ruthless witch. In
“Tickets Please,” discussed in the same chaptln Jaomas’ life is threatened by a group
of enraged women. All these scenes exemplify tae d&¢women to be found in so many

male characters in Lawrence'’s fiction.

The “Primitive” and the Lawrencian Heroine

It is important to note that although the Lawrendneroine is portrayed through a
language which rarely, if ever, bears any resendalan that usually employed by white male
writers speaking about the savage or — indeed fethale, yet, she does not stand as a late
defender of the lost innocent awareness of theifwenwhich Lawrence certainly values,
considering its loss, not just regrettable, buttpasy crippling. She is there to embody the
savage holiness, this fundamentally different,imestial awareness of life, which becomes
ever more plain as it is accompanied by her alasfngimultaneously fed by and feeding her
alienation from her surroundings, a situation #r@tances her mystery and suggests a
feminine individuality which often raises her tetprivileged and solitary status of a

“goddess.”

This yearning for a return to a primitive, ltbar response to the cosmos, which is
explored inThe Plumed Serperthe subject of chapter seven, is often indirepgy
forcefully demonstrated by Lawrence through loyggchl descriptions of nature in whose

nearness his characters often let themselves bedcaway and dissolve into the great
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vastness of the Universe. This desire to join tire of existence translates into a desire for
the primitive sensibility inscribed with the utopipassions of a human being enchanted not
by the doubtful romanticism of the primitive liper se but the aura of an unattained
sacredness. It is impossible not to associate anclttitude with the affection for the
supernatural, characteristic of early Romanticistmch also saw nature as the realm of the
mysterious and the magical and a portal to a hergd, truer mode of being. Lawrence, the
poet-prophet, prepares his heroines for an inngngy, whose end cannot be anything but
the discovery of the authentic self. He puts hifgglvard as a watchman who must speak
of the darkness that is Western civilization atreetof profound crisis — what Wordsworth
called inThe Preludéthis time / of dereliction and dismay” and “tmselancholy waste of

hopes o’erthrown”’NJAEL 7).

This inner journey is not a radical metaphardo escape, a sequence of dreams, however
imaginative, comforting or poetic. The journeyesland results in definite, important
changes: the heroine, as we have seen, undergtesr aransformation; she gains access to
the mysterious unknown area of the self, breathagely the fresh air of the numinous,
experiences both anxiety and ecstasy. Each onerksntia this journey into the deep dark
interior without feeling either a strong attractimn the metaphysics of a return to the
primitive, or even entirely comfortable with themdden decision. The main motive seems to
be the desire to escape from a domestic and slaiary, to get away from an environment
which can offer neither nourishment nor hope — tfzat been reduced to a waste land that
contains nothing worth salvaging. But it is alsdeper need for self-definition that compels
these women to seek freedom for both body and #asla need felt rather than articulated
or even precisely understood, which compels thetrai@rse the underworld of the psyche

to recover their inner sight, as for Lawrence, thithe only way to reclaim life. Kate’s
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objections inThe Plumed Serpenannot obscure her strength of character, therdetation

of this alienated woman to venture into differemirids with the courage and self-assurance
of an ancient goddess. Even when she is the otlj@csacrifice, as in “The Woman Who
Rode Away,” the subject of chapter eight, the Lawian heroine seems to act according to
her impulses alone, to do wisdtefeels she must do. Instead of being overtakereay ¢f

the unknown, her soul goes out fearlessly to meigeit, and finds pleasure as well as profit
in this merging. Lou irst.Mawr, the subject of chapter nine, seeks alienaticorder to find
real happiness through the exploration of theaif Daphne iThe Ladybird (found in
chapter six together with “The Borderline” ahlde Captain’s Do)l obeys her Dionysian

instinct and becomes the bride in the dark for G@uanys.

The next important question is whether Lawredeatifies this place, the feminine
psyche, as an otherness and deliberately adopescd#isally female voice when in need to
journey into the unknown. There can be no doultltharence does not view this retreat
into the primitive female territory as a deliberdeviation from an established male way of
writing. He slips smoothly, naturally and probablyconsciously into this feminine other,
and this change of voice constitutes one of thet extsaordinary and attractive elements in
his work. It is a rare, astonishing trait that Lamce adopts a feminine way of expression,
I'écriture feminine, when he comes to describenigéeerotic scenes with emphasis on the
female orgasm as itady Chatterley’s Lovethe focus of chapter eleven, or moments of
ecstasies in nature, when the heroine transgrésssslf and abandons to the other, as in the
case of Alvina inThe Lost Gir] the subject of chapter four. Those fictional eleseristics of
Lawrence are present (among others) throughoutrégive life and worthy of the most

thorough examination.
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Chapter One

Sons and LoversPaul Morel's Process to Self-Discovery

“And oh women, beware the mother’s boyRP 216)

Sons and Lover& 913)is generally considered Lawrence’s autobiographindeed,
Oedipalnovel, in which he describes his youth, dwelliogd on his relationship to his
mother and the problematic bond she cultivated éetvherself and her son, a bond which is
presented in the novel as a source of great canfwsid pain to the hero of the story, young

Paul Morel, especially with regard to his sexuality

The writing ofSons and Lovernsivolved enough false starts, interruptions andeging
revisions to suggest there were some serious diffts and it is only reasonable to assume
that these were not merely technical. Lawrenceestawork on it in September or early
October 1910, during the final period of his mothdmess, and then abandoned it. In March
1911, with the trauma of his mother’s death stékh, he began a new draft which was also
abandoned. Another attempt was made in NovemhEp i, and it was almost a year later,
in late autumn 1912, when, strengthened by Friedg®rtant input and support, and after
extensive revisions suggested by Edward Garneteditor at Duckworth, he finally finished
the novel and changed the title frétaul Morelto the far more significarBons and Lovers.
By then he was well aware that he had written aigaatobiographical novel which would
have deep and disturbing personal significanca fgreat many people. “It’s the tragedy of

thousands of young men in England’i(476), he wrote to Edward Garnett.
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Lawrence and his Anima: The Feminine Element

| would like to begin by pointing to a comment madxyeH.M. Daleski inThe Forked Flame
(1965). Referring to Lawrence’s later misgiving®abthe portrayal of his parents$ons

and Loversespecially that of his father, to whom Lawrertoeught he had not done justice,
Daleski states that Lawrence, the artist, “penetr&b the truth which the son subsequently
thought he had not seen, for the impression whiclahd Mrs Morel in fact make is not
notably different from that which Lawrence had of father and mother in later life”

(Daleski 43). One’s first impression froBons and Lovers that the father is a coarse, rather
violent man, who bullies his wife and has more tiimredrinking than he has for his children,
while the sensitive, high-minded and long-suffenmgther keeps the family together, resorts
to her children for emotional sustenance and rdisesons to be the kind of husbands she
would like. Problematic as this seems in retrospgéete is no doubt that what Paul Morel
and Lawrence are, is far closer to her ideal themtodel provided by the father. As John
Worthen points out, “He [Lawrence] also found hiffiga this final version of the novel,
maintaining the status of a narrator who frequesitigres the attitude of moral superiority in
Mrs Morel” (Worthen 438). Yet, at the end, when Padeep-seated problems have become
evident, some of the reader’'s sympathy has shiftedrds the father and away from the
mother, who the author, looking back in perhapsattogether conscious anger, shows to be
ruthlessly domineering and subtly manipulative. texwee’s sympathy with his father is
never explicit, but emerges by default as the somas away from his mother, and reaches
the reader like a silent, almost subconscious connration that stretches across the novel
like a magnetic field invisibly influencing percegts and reactions. This element — which
does not seem deliberate enough, perhaps eveni@asnsnough, to be confidently called a

technique — is an important and typically Lawrendiait, which allows the reader a glimpse
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of a deeper stratum of emotions, all the more sedor not being explicitly articulated. It is
an unruly counterpoint of a distinct, dissentingceo offering different points of view that
enrich the novel but cannot provide the characfassibly even the author, with any relief.

Lawrence’s own later misgivings alone would make thear.

My contention is that this sustained and fundasaeduality is not confined to
Lawrence’s attitude towards the parents, but ex@éadll major characters 8ons and
Lovers It is a process that satisfies both the autheish to move beyond the narrowly
personal and develop in his fiction his dualistietaphysics (centred upon the conflict
between the mind and the body, the Apollonian &edionysian), as well as Paul Morel’s
need to dramatize his internal conflicts. Both Rmd Lawrence try to “repeat” and “present”
their emotions in order “to be master of thern’li( 90). Though the writing of fiction is a
long, deliberate, and highly conscious process;@udrious forces play a major part too,

especially in a novel as painfully personal as tims.

| do not mean to suggest that a full-scale (aeditably retrospective) psychoanalytical
approach towards Lawrence is either desirableigncibntext or indeed possible, but | would
venture to say that, in my opinion, C.G. Jung hasided insights and concepts that can be
very useful for the reader 8ons and Loverghe first | would like to invoke is the well-
known concept of the artist as a person “drivedaeelop all sorts of defects — ruthlessness,
selfishness (‘autoeroticism’), vanity, and othdaitile traits [...] inferiorities [that] are the
only means by which it [the artist’s creative imgrjlcan maintain its vitality"SMAL120).
This — obviously — cannot be blindly applied toatists, but it rings true when applied to
both Paul Morel and Lawrence, at least in the cdrdéthis quasi-autobiographical novel.

Another concept is that of the unconscious mindiesmdungian division into two parts: the
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personal unconscious and the collective unconscaiushich the personal is a reservoir of
material that was once conscious but has beenttergor suppressed, and the collective is
the deepest level of the psyche containing theraatation of inherited psychic structures
and archetypal experiences. Lawrence was well aofateese forces. There is a striking (and
oft-quoted) passage in a letter he wrote to henfttj the barrister Gordon Campell, in which

he describes how he experiences his role as arwrite

It really means something -wish| could express myself — this

feeling that one is not only a little individuaViing a little individual

life, but that one is in oneself the whole of markiand ones fate

is the fate of the whole of mankind. Not me — fiktée| vain, personal
D.H. Lawrence — but that unnameable me which isyaot nor personal,
but strong, and glad, and ultimately sure, butlswbso groping,

So tongue-tied, so staggering.i 302)

This “unnameable me” can be seen as the uncorss@euwsonal and collective, this deeper
domain within the human soul, the realm of emotiand urges, which also transcends the
personal psyche, and which every artist must tdparart of creation. According to Jung, the
collective unconscious in the unconscious of théerfiads expression asfaminineinner
personality: the anima, the total of all unconssiteaminine psychological qualities a male

possesses, and which is one of the sources ofveextility.

As a character, Paul Morel has his own fland t@mds to see many of these personal
defects (vanity, selfishness etc.) in the othesgeeially the people closest to him — and these

are often things he “detests” about them. Thikésgsychological phenomenon C.G. Jung
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has called a “projection”: “a process where an mscmus characteristic [...] is seen as
belonging to another person or object” (Snowde8p #or Jung, this projection constitutes
also “a process of dissimilation, by which a sutieccontent becomes alienated from the
subject and is, so to speak, embodied in the abiéet subject gets rid of painful,
incompatible contents by projecting them” (Seg&)24 he practice tends to exacerbate
rather than lighten Paul’s troubles, but this ighe surprising nor irrelevant. Paul did what
(the author decided that) he could. Given that lesawe is only a slightly older (albeit
considerably more mature and self-aware) Paid,hiardly surprising that he as the author
and narrator, does something quite similar withchigracters, especially the female ones. But

what is not effective for Paul is extremely effgetfor the novel and the novelist.

It is my contention, that Lawrence’s handlirfghee important female characters in the
novel is intimately connected with the feminine anscious, and the phenomenon of
projection, which, relatively crude in Paul Morel,Lawrence takes the shape of an intricate
and consistent mythicization of the female. Itrigyt remarkable that the projection of a male
personality (albeit through his feminine anima)mtite female characters endows them with
special characteristics characteristic of, if noique, to their sex: acute intuition, strong,
infallible instincts and close affinity with naturéhese women, however flawed, are by their
nature the guardians of real life: life in the bplifi in emotion and feeling. They are the

preservers of the deep mysterious human resouraesdn lead to regeneration.
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Mrs Morel’s Mythicization and Paul’'s Self-Becoming

Mrs. Morel is central t&ons and Loverand it is fascinating to observe how Lawrence
mingles and presents the different facets of hesqmality over time from the bright young
delicate woman captured by the vibrant animal magmeof her dark earthy husband, to the
unhappy wife, the woman trapped in an environmestile to her impulses and wishes, to
the caring mother who also makes huge emotionabddmon her sons, the constant sufferer
and the relentless tormentor. The woman, trappednarriage that fails to be what it should,
the sacred union in the flesh, will be a famili@awrencian theme, but this trapped woman
will never break free, will not even try to excepdirectly through her children, and so will
remain deeply unhappy and consequently make heesteend dearest unhappy — despite her

best intentions.

A first reading of the novel may suggest thaitence’s feelings for his mother, though
intense, are not really unconventional. He hasfpityer troubles, admires her courage, feels
it is his duty to protect her. She is the innocgatim of her husband’s uncomprehending
coarseness, who needs her son’s love and tendeameissshom young Paul cannot bear to
disappoint by falling below her high expectatioBat beneath these commendable feelings,
there lie other darker ones: Mrs Morel’s depictaomicipates (and lies beneath) that of the
monstrous mother described almost a decade lakantasia of the Unconscio({$922),
who “makes man discover that cradles should nobbleed, in order that her hands may be
left free — she is now a queen of the earth, amndiidly a fearsome tyrant [...]. Ultimately

she tears him [the man] to bi{&U 99). Beneath the positive features, Lawrence wethe
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frightening portrait of the mother-MeduSaho feeds on her sons’ vitality by forcing them to
replace their father in her affections. But in Paatolescent mind, Mrs Morel is still the
supreme Goddess, the good Mother, “the door forregoing and our out-coming”
(Foreword471), and though he does realize the power shevehim, he prefers to see in

it the mysterious force of the numinous. Unsurpgsy, Mrs Morel is the embodiment of a

mystery far more complex and perilous than alldtieer women in the novel.

The stark realism of the novel is relieved aathplemented by poetic passages that
emphasize this mysterious element, and portrajetihale in mystical connection with the
other. Mrs. Morel’s first direct association withd is in a significant encounter with nature,
when after a bad quarrel, her husband locks heofailie house and she finds herself alone in
the peaceful darkness of the garden. There she #tlsgense of consciousness and
experiences something akin to dissolution of thie ‘§e..] her self melted out like scent into
the shiny, pale air. After a time, the child tooltaé with her in the mixing-pot of moonlight,
and she rested with the hills and lilies and houskéswum together in a kind of swoor8I(

34). Mrs Morel never articulates her feelings; glst enjoys the great rejuvenating emotion
of the moment which appeases her troubled soubands her peace that lasts well after the
moment is gone. Before going to sleep that nigitie“smiled faintly to see her face all
smeared with the yellow dust of lilies. She brushedf and at last lay down. For some time
her mind continued snapping and jetting sparks).(@®viously, Mrs Morel is still under the
spell of her mystical communion with nature in ga#den. Lawrence wants her to have
undergone a beneficial transfiguration which fipahables her to put up with the bad feeling

at home and her husband’s hostility. But what cdadéeen in isolation as a trait of one

1. According to the Greek Mythology, Medusa was ohthe three mermaids who would turn into stong an

mortal who would dare to look at her face. She kithesd by King Perseus with the help of goddessehith.
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female character is in fact something attributethémy Lawrencian women. This scene
anticipates many similar scenes in later novelgssiiyve of the mystical ties between the
female and the nature. This is not to suggestimatMorel is a potential prophetess like
Ursula inThe Rainbow1915), who could articulate the feelings deriveshf such moments
of ecstasy in terms of the mystical otherness tfneaor that she is to undergo an initiation
into her “other” self that will fundamentally chamger outlook to life, like Lady Daphne in
The Ladybird(1923) or Kate imThe Plumed Serpefi926). But she does seem to be their

not-too-distant ancestor.

In the following chapter, there is another mabt such a union with nature, when Mrs
Morel experiences similar ecstatic feelings. Threetthe whole scene is imbued with a
distinctly religious symbolism, with Mrs Morel shavas the Virgin Mary holding baby Paul
in her arms: “She held it close to her face an@d$ire She goes so far as to imagine her boy
as a little Joseph before whom nature would offepects. Soon after this, in a moment of
adoration, she offers him to the sun: “She throstinfant forward to the crimson, throbbing
sun, almost with relief. She saw him lift his kttiist. Then she put him to her bosom again,
ashamed almost of her impulse to give him backragsience he came” (51). Here Mrs
Morel conducts what can easily be seen as a shatical ritual. Lawrence invests her with
the role of an ancient priestess offering her oamts the Sun god in a moment of ecstasy.
The moment is an apocalyptic one as she realiz¢skie has no love for her husband
anymore and the strong bond that binds her torti@ni son has not been cut. Here, she is the
Mother who has absolute power over her child, apagpddess who can give and take life.
In these two scenes, Mrs Morel is shown to posaesstaphysical sensitivity, an instinctual

ability to perceive and submit to the sacrednesh@moment.
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In the description of the visit to the Lincdlathedral, Lawrence depicts his mother
(through young Paul’s eyes) with great, poetic gelity. While still in the train, Paul
already feels that his mother “was slipping awayrfrhim,” and then in the cathedral, she
seems to undergo a mystical transformation: “Hee l@yes were watching the cathedral
quietly. She seemed again to be beyond him. Songethithe eternal repose of the uplifted
cathedral, blue and noble against the sky wasateffiein her, something of the fatality”
(280). Here, once more, she is shown as somethimggworldly, a being akin to divinity,
remote from this world, strange and wonderful aamgel. It is impossible to avoid the
thought that Paul’'s own fear of losing her is beiefiected in this striking mythicization of

her.

The process of mythicization of the motherdwlé a dual route: on the one hand,
Lawrence depicts her as a paragon of maternal txgtion and self-sacrifice, and by
interpolating incidents in which she is shown tcebelowed with mysterious, otherworldly
gualities, suggests that she is something greatenabler than a mere human. The narrator
does not endorse this view unequivocally — sometithese qualities are attributed to young
Paul’s perceptions but are powerful intimationsef mythical status. On the other hand, the
son, tacitly, not wholly consciously, yet unmistaka revolts against her, repelled by the
enormous, suffocating emotional burden she hagg@lapon him. Consequently, he
considers her responsible for what he correctlggiges as his emotional castration and his

inability to understand and satisfy his essentiaér needs.

On the evidence &ons and Loverseither Lawrence as the author nor Paul as a
character appears to master his deepest feelingsde the mother. Paul never utters a single

word against her gentle but unyielding rule, trytagontain his violently conflicting
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emotions, wildly alternating from admiration andrqmassion to anger and despair. At the
end he simply kills her — not metaphorically, whisltlearly an impossibility, as his whole
existence has been defined by her and will nevenitieely free of her influence, but

literally, albeit with the compassionate aim oftmg her out of her misery (the pains of
terminal cancer). This act of killing, promptly fiied by Paul as euthanasia and never
acknowledged by him as a release for him too,adtleaking point, the moment when this
second, dissenting voice that runs like countetgbirough the narrative takes over the
action. Here Paul’'s unspoken source of frustrasdmally brought forth; her conversion
from angel to menace, although dramatic, has besstipally unconscious. Both personae
constructed for the mother, the idealized Madomuhathe paralyzing Medusa, are suggestive
of the need shared by Paul and Lawrence: at onge her justice but also to see his own
pain and suffering mirrored in her. His motherargt which for Lawrence becomes a story
of suffering and self-denial, is also the narratédis own emotional lack of fulfilment, a
desperate projection which reveals and partly explRaul’s tension and frustration at his
inability to find a satisfactory solution to thetseubles. Though the confusion of his feelings
regarding his mother will not end, her death —harp contrast to the conventional pieties —
brings him an immediate and profound sense of sel@edich is apparent in the famously

positive ending.

Miriam and Clara: The Spirit and the Flesh

Miriam, Paul’s first love and muse, though abandhmeto some extent both a spiritual kin
and a mysterious benevolent force in his life. Bfinis real kingdom is nature, where she
reigns, a lonely Artemis, the genuine, independenddess of forests and hunting, with a

genuine intimacy with all natural things, awaynrand largely indifferent to the brutal

36



realities of the human world: “To her flowers aplgeavith such strength she felt she must
make them part of herself. When she bent and kedatHlower, it was as if she and the
flower were loving each other. Paul hated herligg”t(SL210). Miriam magically sustains
the beauty and the fertility of spring. She likaghdrawing into nature, but this solitude is
actually a wordless way to express what is hidddmer soul. She wants Paul to accompany
her and complete her natural kingdom: “Almost passiely she wanted to be with him when
he stood before the flowers. They were going teeleommunion together, something that
thrilled her, something holy” (195). Lawrence mapt axplicitly ascribe these identities as
Greek goddesses to his characters, but he clearbgnizes the religious dimension of their

association with the natural world.

But Paul, although a lover of nature himselfrséeels uncomfortable. At the beginning,
his need to be romantic and also admired and adesedts to an attraction by the “Botticelli
angel” (215) he sees in Miriam. But as this carsustain him for long, he starts seeing her in
a very different light: a girl “cut off from ordimg life by her religious intensity which made
the world for her either a nunnery garden, or aéiae, where sin and knowledge were not,
or else an ugly, cruel thing” (179). He is repelbsdher love of flowers and he wants to
escape when he smells the “white, virgin scenthefivory roses. Nature has a feminine
chastity which Paul finds exciting but ultimatelysettling: “a delicious delirium in his
veins” (196), an experience the young man can m@zegs important but cannot explain.
Miriam belongs to the “enormous orange moon” whigdkes his blood “burst into flames”;
she is a mysterious figure “deeply moved and religj” (215-6) watching him from the
darkness, a figure to which Paul is attracted khitiwhe still somehow fears. He cannot
stand her chastity; he is irritated by the veryhatgpes he himself assigns to her; he is

“disgusted” by her “purity,” a purity he finds fadaling. It is surely not without significance
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that later, in th&tudy of Thomas Hardi914), Lawrence would write about Botticelli’s
religious paintings the following: “It is as if tHemale, instead of being the great, unknown
Positive, towards which all must flow, became theag) Negative, the centre which denied all
motion” (65). It is this negativity that Lawrencesderns and denies in Miriam’s chaste
sacredness; for him, she is the negative femaledehees her femininity and therefore her
mystery can inspire only fear. Paul is afraid a$ #ternally adolescent fairy maiden, of her
female power and energy — interestingly enougmuich the same way that he will later

come to fear the very different Clara.

Still, it is acknowledged that “in contact withiriam he gained insight”; she “urged” the
“warmth” he derived from his mother “into intensltige a white light” SL190). Miriam’s
spirituality is not without a positive dimensiondeed, it is a life-giving gift. She can
intuitively direct Paul and offers him crucial ights into his artistic work, pointing out with
words that are both warm and true, what he had lessty, unconsciously produced. Miriam
provides support that is important for his develepbtas an artist, in his quest to acquire the
knowledge and the discipline to turn every-day eigmees and emotions into works of art.
She successfully responds to one of Paul’s neledisfdr a spiritual woman — and Paul

values her for this.

Paul, of course, grows tired of Miriam. Herrggpality and benign influence on his
progress as an artist are not enough. She canisfyydas need to be erotically consumed as
a male. Miriam is too “sane” and controlled, togplrsensitive” (198) to find joy in the
harsher realities of the blood, to offer Paul wietdesperately (believes he) needs at this
point in his life. Lawrence agrees: his verdicthat Miriam has committed the most serious

crime a woman can commit: she has neglected herawbawod. In his later fiction, Lawrence
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would create heroines filled with a yearning tacdiger and celebrate this lost womanhood,
women who suffer from the loss of the instinct, lits that has deprived them of their true
femaleness, women who feel that their life is megleiss until they can restore their injured
sexuality with the help of a man-initiator. But him is not as privileged as these later
Lawrencian heroines. Paul functions as her ruthdasis rather than the initiator who will
help her discover her true female core. Thus sheally left behind, as Paul heeds the call

of the blood and seeks real passion.

Clara appears just in time to fill this needwlrence’s description of her as the very
opposite of Miriam is immediately suggestive of Bigmnificance: “a rather striking woman,
blonde, with a sullen expression, and a defianiage” (SL222). Full of sensuous female
energy, Clara, with her large breasts, heavy, diouced hair and imposing stature, has the

magnificence of an ancient pagan goddess since

wherever she was, seemed to make things look ity
insignificant. When she was in the rodne, kitchen seemed

too small and mean altogether [...]. All the Leiversre eclipsed

like candles. Yet she was perfectly amiable, bdifferent, and

rather hard. (269)

Although the split between the Flesh and the Sisiit relatively new notion for Lawrence at
this stage, Clara here is the Flesh, the passiov@tegan of the unconscious, in opposition to
Miriam who seems to represent the Spirit. Both Lleawee and Paul see in her the forgotten

knowledge of the Flesh, the knowledge in the blabe,opposite of the Mind and the Word,

not the mortal knowledge, but the knowledge thaegjilife. Clara is strikingly similar to the
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capitalized figure of the Woman in tk@reword.In his reworking of the Christian Trinity,
the Father (who, for Lawrence, should be more pitgpalled the Mother) is the creator, the
eternal agent of creation, the feminine element wie power to give birtiHoreword470).
Paul needs her “warmth and nourishment”; he “massame his own flesh” and “destroy

himself” (SL472), but this is a challenge he is not readyke tg yet.

Clara combines a number of significant chargsties: she is intensely attractive, though
not always aware of her power; she is fiercely pedwlent, considering herself as a woman
apart from her class, and a woman of passion.stet|s also “a sleeping beauty,” a
“‘dormant woman,” thefemme incomprisg€ SL361), who never had the real thing which
would fertilize her soul and help her accomplish $slacred mission to serve the instinct. She
has become another victim of mechanization anddrgstten about her intuitive power.

Paul sees her through mystified eyes, as anoteegtmdess who needs to awaken to her
sacred female self and experience “the real, taald of feeling through another person”
(361-2). Clara is a portrait of the modern earlgmeth-century woman, who, though
possessing all female intuition and wisdom, hastwenanhood destroyed by the rage of
mechanization: she needs to be awakened to thk™dat real self of hers. She feels horror
for this darkness, this unknown and unfamiliar fieime part of hers. She is reluctant to
accept her real nature which Paul thinks he seekeady. Her wild instinct, her female
consciousness, is bound by civilization: “She sekdenied and deprived of so much. And
her arm moved mechanically, that should never h@es subdued to a mechanism, and her
head was bowed to the lace, that never should hese bowed” (304). Unlike Miriam, who
is remote from the modern world and its evils, €k&wild, female psyche is held and
tortured by industrialization and the new normisas imposed on human life. But her

femininity is a mysterious, incalculable force tpagvails: “she yielded herself to her fate
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because it was too strong for her [...] she wasegitip of something bigger than herself
[...].” Atthe theatre, Paul feels her beauty inEgs“Her beauty was a torture to him,” and
he hates Clara for “submitting him to this tortofenearness” (375). He cannot wholly
explain his attraction to her and though he “pete®i her through the instinct and not

through the mind, he still seeks to “understand’ he

At this initial stage in the formation of ldsialism Lawrence, like Paul, feels that his
mind and consciousness are in danger, and will beaefeated by the Flesh, the
unconscious, the emotion, the unknown area of timeam soul which is the dominion of
passion and the sensual forces of the instinct. féats what Lawrence would subsequently
call in hisStudy of Thomas Hardi914) “the leap into the unknown, as from a di#dge”
(48). ltis the leap into the “other,” the leapoithe opposite bank required from the man in
order to meet the female. For Lawrence this unitvben man and woman, the two
“opposites,” is indispensable for the process effittman beings towards self-discovery.
This is especially difficult for the man; it takgeeat courage to break age-old convention and
abandon himself to the female, and at one pointl feals truly awed before the tremendous
presence of the woman, the irresistible, powerfiylsterious female source of life: “He was
Clara’s white heavy arms, her throat, her movingdme. That seemed to be himself. Then
away somewhere the play went on, and he was igshtifith that also. There was no

himself’ (SL375).

But Paul cannot yet allow this dissolution &f &elf into the other. He cannot let go of
his identity, not least because he is still seagiior it. He feels attracted by her femaleness
— what Lawrence acknowledges in Bisidyas a cosmic, universal concept in polar

opposition and balance with maleness — but hetiyet ready to surrender himself to the
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Woman; he is not ready to cross the boundary wéegiarates them in order to reach and
unite with the other. Thus, he is not able to aftite to himself the awe and the fear which

Clara raises in his soul.

In his relationships with his mother, Miriam a@thra, Paul is forced to explore the
nature of the construction of an identity. Thignmately related to the realization of his
manhood, a goal that has him oscillate betweedé¢n@ands of intellect and the challenge of
the liberating surrender to the life of the body #ime emotions. The mythicization of the
women close to him serves as a device to help itivkgs manageable, but also as a
metaphor for his own complicated efforts to finslagisfactory means of self-expression, to
make his voice heard — first and primarily by hincself. His split between the Word and
the Flesh, the intellect and the unconscious,ditra and repulsion, is a split which not only
underlines the nature of his own internal conflmtt also determines the dualism of
Lawrence’s metaphysics. Miriam’s spirituality anth@’s sensuality illustrate young Paul’'s
dilemma, torn as he is between the two differentl@soof living. Living in the mind is his
first condition, impressed on him by his mother, this, he feels, brings about pain, the
withering of the Flesh, and consequently of theifieme, which Paul tries to understand and
embrace with no success. His ardent need and desasave his anima, the Woman inside
him, and the only one who can help him achieve thithe real woman. Thus, Miriam has to
be discarded, but even Clara, who represents #shFhas to be left behind. Paul eventually
dismisses her and denies any bond with her. Buttiaens her female warmth, which he
worships as a dark inexplicable substance. Cldngs to the dark — as the Flesh and the
body is the dark, passionate other of human existerand her dark side is actually an
important part of the attraction Paul feels for.Adrough her, Paul is baptized in the Flesh

and encounters the elemental feminine nature. @égmesents an inert form of deep
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instinctual life; she is endowed with an untamedd& power; she is great and mysterious;

she is dazzlingly numinous:

He lifted his head and looked into her eyes. Theyevdark
and shining and strange, life wild at the soureeirsg into
his life, stranger to him, yet meeting him. Andphe his face

down on her throat, afraid. What was she. (398)

Clara stands as an incarnation of the eternal Woarahto consider her conventionally
would be to diminish her symbolic status. Had Laweeenarrowed this significance of hers,
and turned her into an ordinary woman who wouldlfinlive with Paul within the
conventions of the community, the meaning of theeshavould have been restricted. Paul
needs to leave Clara to pursue his own emotiomgrpss into maturity and self knowledge.
He surrenders himself temporarily to this unknowdkimale force, but he does not need to

retain control of it, nor will he allow it any peanent control over himself.

Lawrence’s “Essentialism” (?)

This complex and original delineation of the feenaas attracted the accusations of critics
that he is “showing a perverse kind of sexual feg]i..] One which rejoices in failure,
unhappiness and physical suffering in woman; atiestthat allow the male to dominate”
(Pullin 65). However, it seems fairly clear thag thepiction of his female characters is hardly
stereotypically misogynistic. On the contrary, asdl Siegel has claimed, it stands in direct
opposition to the Aristotelian tenet that “only mzas an essence.awrence seeks to

discover the particular feminine essence, the feroate in human existence. This might be
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seen as an essentialist view, but if it is, it érables Irigaray’s in its affirmation of a female
essence accessible to women as individuals.” Laveréelieves in femaleness as a universal
principle and insists that it lies within the wonsimstinctive wisdom to discover and
preserve it as the most valuable gift of natures Essentialism (unfashionable though it now
is) has a wholly positive meaning, as it “informs female characters’ parodies of the male
characters’ ideological statements” (Siegel 14e Woman stands on her own with an
awareness of people and things different from d¢ih#te dominant male, with a unique
attitude towards life and the world. It is womattiensureness,” “the real bliss for every
female” Phoenixll 554), her “terrible logic of emotion,” which evemally “will work out the

smashing of the pattern” men try to impose upon(Rkoenixil 537).

Both Miriam and Clara make very perceptive arghtive parodies of Paul’s ideological
grossness, smashing all the stereotypical modedstpts to impose upon them. Their
commentary on his behaviour and his meticuloushstoicted self-image is accurate and
sharp. The dialogues he has with both of themeatithe when they are drifting apart are
telling. Paul is constantly the one surprised. Thaccess in resisting the male efforts to
impose identities on them, highlights Lawrence’gazaty to weave this subtle counterpoint
of voices dissenting to the dominant perceptiothefprotagonist. In this case, the women'’s
rejection comprises not only the conventional medeld patterns of behaviour but also

Paul’s ingenious constructions as he tries to fimdugh them his path to self-discovery.

Although in this novel Lawrence does not explom tteme of a powerful woman who
manages to reclaim her true womanhood — neitheaMinor Clara are made to scale such
heights — he allows the reader to see clearlyltbtt these women have refused to succumb

to bald stereotyping and trite categorization hezitPaul’s or the narrator’s. Clara has her
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self-image which she will not renounce even infdee of Paul’s virulent criticism. She
reacts energetically to his sarcastic commentstdierinvolvement in feminist activities and

rebukes him with intelligence and even sophistozatvhen he tries to correct her.

Miriam is shown to have known all the time abBaul’s effort to fight her off — in fact
before he was fully aware of it. When Paul portrags as a frustrated and bitter woman,
ready to manipulate the man she desires in ordezép him, her retort is almost magisterial:
“Very well, he would have to go. But he would cobeek, when he had tired of his new
sensation” $L342-3). It is possible that Lawrence’s analysi$iaiam’s thoughts and
feelings may reflect his tendency to develop chtarac'according to his own fictional logic —
not according to the patterns of real life” (Worth&19). However, there is nothing to
disallow a reading which recognizes Miriam’s aliliv interpret Paul’s outbursts against her
accurately, discern his tendency to underestimadebally her, and understand all his
unuttered innermost feelings about her. At thegrelhas managed to see “his littleness” and
“his meanness”; “she had summed him UpL B42). Something similar occurs at the end of
his relationship with Clara. “Clara thought she Inader seen him look so small and mean.
He was as if trying to get himself into the small@sssible compass [...] there seemed
something false about him, and out of tune” (43Bese are surprising and unpleasant
discoveries for Paul, whose continuing assumptabwit their feelings towards him founder
on the women'’s independent judgement and percesss which allow them to see through
his surface consciousness, decipher correctlyittaeh language of the unconscious and

react with the true wisdom of the emotion.

There are several occasions in the novel whemiale understanding of the female

character, encumbered by his own troubles anddtiits, amounts to a mythicization that
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falls short of an accurate and coherent femaletityesind therefore provides him with a less
than thoroughly realistic perspective. Yet, in aétnevery case, all doubt is shattered as a
woman emerges, guided by pure emotion and infalliftinct, to sweep away false
impressions about her. This time, mythicizationaagxpression of human archetype, acts as

a clarifying, restorative agent.
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Chapter Two

The Rainbow The Bible of the Sexes

Immediately after the publication 8bns and Lovens 1913, Lawrence finished h&udy of
Thomas HardyNovember 1914) and started rereading the draihajflder novel, “The
Sisters” which he had began in March of 1913. Wielasing and rewriting “The Sisters” (of
which Lawrence made three drafts), he also chatigettle into the “The Wedding Ring.”
The full draft of the story, completed in 1915, vegdit in two separate novels which were to
be among his most famous worl$ie Rainbowpublished in September of 1915, and
Women in Lovegpublished in 1920. Lawrence was “workifmightfully hard” L ii. 239) to
complete this “metaphysical” novel where he wowtell the biblical story in Christian
theological language but “as reflected in humareepce.” Basing the novel on notions,
symbols and imagery he had already introducedaistiidy of Thomas Hardizawrence
develops a view of character very different frora thtable ego” of conventional fiction.

Like “the sons of God and the daughters of merGanesis, they become “allotropid” (
i.183) characters, stirred by deep and unpredietédsces open to the sacred in the

Bataillean sense (see Introduction).

That the complexities of love and marriagesarered is one of the main themes of the
book. In a letter to Sally Hopkins on Christmas,de312, Lawrence called himself “the
priest of love” L i. 493), acknowledging in this perpetual, romaifgieling the essential bond
that unites man and woman, the interdependencyeesithe two sexes which had little to do

with the Christian idea of love. In another letieHenry Savage in November 1913,
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Lawrence would declare sex as “the fountain heaergvhfe bubbles up into the person from
the unknown —="1( ii.102). The novel places David’s sacred yeartiorgsod on the same
level as the attraction a man feels for “the greaman he adores” (101). This image of
David reaching for the woman who he has haileda=d” is also found in hiStudy “And

he [David] hails her Father, Aimighty, God, Beloy&frength, hails her in his own image.
And with hand outstretched, fearful and passiortaeagaches to herS{udy57). Love has a
religious intensity for Lawrence; it is a vital sestial relationship which binds one human
being to another and both of them to the Univargedistinguishes between two kinds of
love: the first is one which “make[s] the man fpebud, splendid. It is a powerful stimulant
to him, the female administered to him” (99). Thewedanger, however, in this sort of love,
that woman can feel used and become “hard andrnextemd inwardly jaded, tired out” (99-
100). This kind of love for Lawrence (which he aissociates with the institution of
marriage) “devitalizes a race, and makes it bar(@00). What Lawrence calls real love is
when man sees the woman as “the unknown, the wnwised, into which | [the man] plunge
to discovery, losing myself” (99). The man mustegghumself to the woman “like a man who
gives himself to the sea”(100) This union must lbeadhieros gamogthe “sacred marriage”
in Greek), an experience of rebirth which has mgho do with the custom of Christian love

and marriage.

This sacred union however is not without difftees. Lawrence engages with the
difficult task of exploring the struggle and regudt anguish of man and woman in their
efforts to free themselves of false manners anoladges and realize their true, sublime
selfhood. Lawrence believed that “Christianity skdaeach us now, that after our
Crucifixion, and the darkness of the tomb, we shisdl again in the flesh, you, I, as we are

today, resurrected in the bodies, and acknowlediied-ather, and glorifying in his power,
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like Job” (L ii 249). Real love for Lawrence is a sort of resation and the body is the
sacred place where this resurrection will take @alacbelief which Lawrence elaborated
further in his later novels and stories and paldidy in “The Man Who Died” (1927) and in
Lady Chatterley’s Lovef1928). However it is iThe Rainbowhat Lawrence starts to

explore the way to sexual regeneration, by makinghen the main protagonists.

The women in the novel seem to have a sacrssioni. They are the first to understand
that life is something holy and they try to comnuateé this truth to the men of the story.
They become the mediators between the man andthelé” (L ii 248) and carry the
message of the resurrection in the body and fldshhnwopposes the great Christian message
of taming the body and its needs in order to gpintsal salvation. All of them are
mysterious and fascinating: Lydia comes from anotfeld and she fascinates Tom with her
Persephonic, mysterious nature. Anna is the untderaedle, self-assured in her own
femaleness, distant and alluring who puzzles &l Ursula is the uncompromising female
who resists meaningless commitments with all harth&ach one is sacred in her own
individuality and each of them seeks to understardi“articulate” the cosmos around her in

her own unique way.

However, along with this exploration of the fdmpsyche, Lawrence takes good care to
record men’s encounter with women'’s otherness. iBgékis otherness and submitting to it
must be, according to Lawrence, aas we have sesmrisiirst preoccupation. However all
the men in the story face this encounter as atimeay experience which opposes their need
for self-preservation. Tom and Will get confused &ty to resist without success, whereas
Skrebensky chooses to altogether recoil from &.w& shall see, women are mythicized-

divinized in the men’s imagination because of thetapability to understand them. In the
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male consciousness they take the form of mythiestares from another world, beings of a
mysterious origin who give the promise of happinesst who constitute also a threat for the
male integrity. Lawrence depicts skillfully the péwlogical tensions of these men and their

effort to “venture within the Unknown of the fema(@00).

Women'’s Curiosity

Right at the beginning, Lawrence gives a strikiegatiption of the Marsh-farm women'’s air,
their naturally heldVeltanschauundgThe women were different [...] They were aware of
the lips and the mind of the world speaking andngjwutterance, they heard the sound in the
distance and they strained to listen.” This israifene attitude that stands in sharp contrast to
that of the men: “It was enough for the men thatehrth heaved and opened its furrow to
them, that the wind blew to dry the wet whedtR(10). In this “biblical” place, men’s

cosmic consciousness is not fully awakened; thancern is the satisfaction of the bare
human needs. They seem to belong to this “archBtiiimkead-Weekes 167) place, a place
with which Lawrence was very familiar, located te Notts-Derby borderland, but out of

which he creates “a fusion of local history witthlmal myth” (173).

Although the novel is usually considered torespnt “a shift in Lawrence’s attention to
the feminine point of view” (Hough 55), it is aldte locus where Lawrence introduces what
he later called in th8tudy of Thomas Hard{the most lamentable and pathetic fact” (11),
that is the women'’s effort to share what they agsaren possess, and thus seek to become
part of a false individuality. Both women and men ifawrence are trapped in a false

reassurance that the “Word” gives:
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And yet we believe that only the Uttered word came into

us and give us the impetus to our second birthe @grsa religion,
give us something to believe in, cries the unsatistoul embedded
in the womb of our times. Speak the quickening wdrdries, that
will deliver us into our own being. So it searcloes the Spoken

Word, and finds it, or finds it not. (40)

The women looked out “to the spoken world beyoridR 10), the symbolic in Kristeva’s
sense. In this tendency of women, Lawrence prglr@alognizes a will to find knowledge
for, what he calls, their “second birth,” in the Wlpin the Utterance which for Lawrence
stand for the consciousness and the mind botheof theing completely useless in the man’s
effort to find rebirth: “The further he [the mandegs, the more extended his consciousness,
the more he realizes the things that are not hitnsetudy38). The woman seeks to interpret
the world and understand it, she “wanted to knoweéreas the men are “turned to the heat of
the blood” which Lawrence connects with real lifawrence connects this wish for
knowledge of a material world with a false sensalsm and acknowledges in it “the
violent change in human instinct, especially in veorh(LE 281). Paradoxically, however,
this tendency of women springs from their wishmatate men: “she strained her eyes to see
what man had done in fighting outwards to knowléd@&). Lawrence is bothered by the
women’s insistence on discovering “that which psk man strong even if he be little and
frail in body” (TR11) as this curiosity signifies a tacit approvatled mechanistic world
Lawrence despises, believing it actively prevemniman beings from achieving “true
individuality and a sufficient completeness in ftijselves” Studyll). This feminine
insistence however is not wholly a negative thihngndows women with their surety and

makes them “different” from men, each woman aspitm“another form of life than this”
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(TR11). Although in thestudy of Thomas Hardye, at times, adopts and develops this
negative stance (when this impulse leads womaesennble man and his activities) it is still
possible to acknowledge a positive aspect of sunditt#ude and form a favourable opinion
about this feminine curiosity: Women can go beytmmale “word,” opening up to a

deeper, sacred wisdom.

Lydia Lensky: The Dark Female

The first woman encountered in the novel is Lydessky, described as “a black, small and
slight figure of a woman” who “walked hastily, dsinseeing” TR 29). Lawrence creates the
portrait of a foreign woman, married before, withldren, probably modeled on his wife
Frieda, emphasizing simultaneously her intangitleereal aura. This almost unearthy
woman “arrested” Tom Brangwen, who, afraid evethiok of her in earthy terms, could still
“live in her.” Caught by “the fine flame” emergirigom her, Tom feels as if “his veins had
caught fire on the surface” (32). Later, in thegeating in the church, Brangwen sees her
again as a creature from another world: “she wasige, from far away, a presence so much
to his soul [...] She belonged to somewhere elseBut]her face was lifted to another world
of life. Not to heaven or death, but to some plabere she still lived, in spite of her body’s
absence” (32-33). Seen through the eyes of a nealecousness, Lydia Lensky appears
remote and aloof until she meets Tom at her homthi$ scene, we gain some access to
Lydia’s thoughts, and we feel gradually drawn itite female consciousness. “Who was this
strange man who was at once so near to her? Wisabaygpening to her? Something in his
young, warm-twinkling eyes seems to assume a tigher, to speak to her, to extend her his
protection” (37). Lydia feels threatened by thder@esence in her kingdom. She feels that

her independence is suddenly in danger. Aware o&tteaction to Tom, Lydia is also aware
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that she must fight this fatal feeling: “She wanitethis new life from him, with him, yet she
must defend herself against it, for it was a desion” (39). The woman, in other words, is as
cautious about this new experience as Tom is. 8hasrtk let herself surrender to the man,
whom she sees as an intruder who tries to viokatgthvacy and enter into her dark

kingdom.

In their second meeting, when Tom is readyrapose to her, he observes Lydia and
her daughter through the window: “Mother and clsiéd motionless, silent, the child staring
with vacant dark eyes into the fire, the motheklog into space” (42). From this point on,
Lawrence refers to Lydia as “the mother” and todearghter as “the child.” This is
suggestive of the religious element in Tom’s fagditowards the woman. The strange,
distant goddess is now the Mother-figure in all $mrredness, the Mother and Sister to
whom Tom'’s youth is “rooted,” “the restraining haoidGod,” “the symbol for that further
life which comprised religion and love and mordlif20). Lydia’s saint-like, calm
expression changes only the moment she unexpededs/Tom Brangwen at her door: “A
change went quickly over her face; she was unpeefyds3). Although Lydia feels invaded
by the strange male presence, immediately aftea¢tweptance of his proposal, she becomes
a mysterious seductress: “with a strange movenmanittwas agony to him, she reached
slowly forward her dark face and her breast to hith) a slow insinuation of a kiss that
made something break in his brain.” Unable to es¢hg “infinite embrace” of the woman,
Tom is carried into a “womb of darkness” (45) whkeeis soon to be reborn. The supreme
effort for man, as Lawrence explains in Bisidy of Thomas Hardis “that the woman of his
body shall be the begetter of his whole life, $fa, in her female spirit, shall beget in him

his idea, his motion, himself'Study52). The mysterious female force is here a beneavole
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one. The woman here is the sacred other and Torhfmdghe courage to give himself to

her (a daring step towards unison which Paul Mdoelexample, never took).

Even after this episode of intimacy betweentii® Lydia “sat utterly still” with a
“tiredness that expressed a certain negation of (il 45). This renewed remoteness
puzzles Tom, but he derives a perverse kind ofspleafrom being ignored by her. Utterly in
thrall to her feminine powers, Tom leaves the hpasafused and terrified. The sky imagery
here reflects his feeling of simultaneously beiagtared and confused: “And all the sky was
teeming and tearing along, a vast disorder of §\ghapes and darknesses [...] then the terror
of the moon running liquid-brilliant into the op&r a moment, hurting the eyes before she
plunged under cover of cloud again” (48). Naturmigine with the feminine impulse: the
sky is threatening; the moon is alluring. But natalso reflects Tom’s confused state of
mind, his fear and wonder in the face of this newetation. He feels Lydia’s unearthiness
and he knows that he has to prepare himself nbtqueccept it, but to be one with it. It is a
process towards self-authentication through thss lato the other, an unconditional

surrender to the dark side of existence, which ethat stir fear in the male soul.

Lydia, having lost the capacity to sympathizéhwhe world, has put herself on the side
of the dark forces. “Her long blanks and darknes$edstraction” represent and belong to a
strange land, where her dead husband and childréuiied. Her move to England, a land
“potent, cold, slightly hostile,” suits her tormedtsoul. It is the Hades where the lost woman
“was like one walking in the underworld, where #@ades throng intelligibly but have no
connection with one” (50). Lawrence uses this dar&ayurnful background to invest her with
exotic and mystical qualities, a strange otherwgrdira. Lydia moves in the gloom of

England, haunted by the phantoms of the past, @iqrdsss and lifeless Persephone who
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refuses to leave her Hades for the joy of life. Wowasionally awakens her from this
lethargy back to life and hope, are her long entagrwith the richness of nature: “And there
was a strange insistence of light from the seajich she must attend” (52). Still these
encounters pain Lydia. They remind her what she ¢imed for and threaten her with the

possibility of rebirth:

And she shrank away again, back into her darkseskfor a long
while remained blotted safely away from living. Buttumn came
with the faint red glimmer of robins singing, winttarkened the

moors, and almost savagely she turned again to life

The favourite abode of the Lawrencian heroinewtbdd of nature, becomes for Lydia the
place where mysterious, unrecognized forces opsmastrongly that she loses contact with
the real world. But Lydia also loses contact wiér bld ruined self, and feels “the intense,
almost savage need to demand her life back aga#t)’ The animistic natural forces revive
her; she fights to save herself for ever from ttead and horror of the subterranean darkness;
to stay alive and share earth’s vital energy. Lydiafinally find rebirth in her union with

the male other, which is as Lawrence wills: “Shes\@a new as a flower that unsheathes itself
and stands always ready, waiting, receptive” (5#)s change though, is mostly an internal

one, an inner confession, a promise that Lydiagjteeher own self.
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Tom and the Fear of the Female

Before his marriage with Lydia, Tom’s mind “remaihi@ a state of chaos,” unable to
comprehend the thoughts and feelings of his futafe. This failure provokes in him a “fear
of the unknown,” which is the unknown feminine rratland this fear “changed the nature of
his desire into a sort of worship.” The feminineéage worshipped, not understood. On the
other hand, Lydia, in her divinity, is ignorantteér lover's agony: “she did not know this,
she did not understand.” She proceeds to her ngarvigth Tom quietly, “with a strange still
smile,” (55) deriving power and confidence fromeawsense of stability which the natural
union with the male has offered her. Restoredrieva world of life and hope, Lydia, proud
head, grey eyes clear and dilated, looks like arfera deity not only to her worshipful
husband but to all guests to the wedding cerem@ihe men could not look at her and the

women were elated by her, they served her.”(56)

Lydia is aware of her metamorphosis. She haady suffered the destruction of the
soul and desires her rebirth. Her union with théensanot a new experience for her —she was
married once before— whereas Tom has still to goutgh the moment of “his trial and his
admittance, his Gethsemane and his Triumphal Emtoyone” (56). Lawrence employs here
a rich, biblical language to signify Tom’s trial lms quest to enter the hostile but desirable
territory of the feminine. The feminine realm ikdned to Gethsemane, with the promise of
redemption and rebirth, as well as the threat itsng and destruction. But this for
Lawrence is a benevolent process: “this is theobotf every man’s desire, for the embrace,
for the advancing into the unknown, for the landamgthe shore of the undiscovered half of

the world, where the wealth of the female lies befss” Study100). Tom must undergo the
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painful transformative experience which will enabim to attain the full complexity and

richness of his own emotional being.

Even after her marriage, which symbolicallyeaist offers her the possibility of
recovering again her passion to live, Lydia oftetnaats into herself: “She lapsed into a sort
of sombre exclusion, a curious communion with mystes powers, a sort of mystic dark
state which drove him and the child nearly mabR 60). After the birth of their first child,
Lydia becomes even more distant: “shadowy,” witlower vitality,” “as if she were
transplanted” (78). In the quiet confines of theme, Lydia grows taciturn, rarely talking to
her husband. Yet, when she does, she astonishdsyier ability to read “his own heart so
callously” and understand his deepest thoughtdesluhgs, such as his carefully hidden
jealousy of his brother Alfred and his lover Mresker. Lydia is strikingly Christ-like when
she foretells her husband’s future betrayal: “Whbyydu want to deny me?” (88)

Superficially weak, for Tom Lydia remains “a donmahing” (89).

Soon after the complaints and this displayefgrophetic ability, Lydia is transfigured
again, becoming sexually provocative. Her erotit@uses Tom another wave of panic.
Confronted with yet another metamorphosis of higwhis first impulse is to escape, but he
cannot resist his desire. Lydia takes over nowittate him into the divine experience of
merging with the female and Tom, once more, felnated and helpless as he realizes that
it is impossible to understand his wife through aipglication of (his) reason. Thus he
confines himself to the mystical satisfaction a stmpper derives in the nearness to God:
“She was the awful unknown. He bent down to heffesng, unable to let go, unable to let
himself go, yet drawn, driven. She was now transgd, she was wonderful, beyond him. He

wanted to go. But he could not as yet kiss herwdg himself, apart. Easiest he could kiss
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her feet” (89-90). It is almost as if she represenhew religion Tom ardently wishes to join
but fails to understand. Lydia still stands beybimd, terrible and unattainable, as Tom, in
fear and panic, seeks a way through this irratiempkrience. In Jungian terms, Tom, as
many men in Lawrence’s literature, is afraid td ilalthe “pit,” the “vacuous nonentity” of

the feminine unconscious:

Finally it should be remarked thamptinesss a great feminine
secret. It is something absolutely alien to maa;dhasm, the
unplumbed depths, then. The pitifulness of this vacuous nonentity
goes to his heart (I speak here as a man), ani ¢empted to say
that this constitutes the whole “mystery” of wom8&nch a female

is fate itself. A man may say what he likes abguie for it or

against it, or both at once, in the end he fablsuadly happy, into

this pit, or, if he doesn’t, he has missed and kahgis only chance

of making a man of himselfCW7, 186)

Tom is afraid of what Jung calls “the abysmal :lthe bodily man” 9, 13), meaning the
man’s “anima” the feminine aspect of the male swhikch is projected upon women. As we
saw Jung depicts this anima as a pit into which hanto fall, and this is what Lawrence

probably means by “the unknown” in the female tacktthe man must abandon himself.

However for Jung, this return to the woman,chihis similar to a return to the mother,
contains a mixture of fear and attraction, a “nusaisi’ element which leads to idealization.
Referring to the symbolic significance that the nasthas for the man, Jung explains her

idealization by him: “Idealization is a hidden ajqaism; one idealizes whenever there is a
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secret fear to be exorcized”,(L06). This can be a negative process (the womemaged as

a threat, the terrible Medusa, as we saw, or thi@geous Baccha). Although Jung
acknowledges this male fear towards the feminirtehas need to idealize her, he goes on
and calls woman a “danger”: “Because she is hiatgst danger she demands from a man his
greatest, and if he has it in him, she will receiV¢€9, 13). As we saw in the Introduction,
Edward Whitmont sees this fear as characteristro@f’s confrontation of women: “Fear
and attraction, in fact, always go together ind¢befrontation of the world of the absolutely
other, the other sexThe Symbolic Qued92). Demaris S.Wehr, in her bodkng and
Feminism comments on this quotation of Whitmont, and regtithe religious connotation of
the words referring to woman: “The “Absolutely Otli®a term sometimes applied to God”
(110). Marianne Torgovnick, in h&rimitive Passionsdevotes the first chapter of her book
to denote the hesitation of some intellectual narttie turn of the century” (early twentieth
century) like Andre Gide, Carl Jung and D.H. Lavaemo abandon themselves to the
feminine (symbolized by the vast African or othrotc landscapes which they visited) from

fear of losing their European male identity.

For Lawrence, however, the idea of the malbramng the female is essential for
man’s personal completeness and rebirth. In factrthn must seek “for the female to
possess his soul.” Possession of the man’s sotlileboyvoman is a notion which would
frighten many Lawrence’s contemporaries, but Laweesicknowledges in this possession the
fertilization of man’s soul because of the womardpacity to “make him [big] with
increase” Htudy 53). Lawrence believes that this must be the désire of every man and
woman, to be consumed by the opposite other (3éve).only thing a man should be afraid of
is the failure to be consumed: “So always the ééa man is that he shall find no axle for his

motion, that no woman can centralize his activ{®§4). Lawrence wants his heroes to be
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consummated, to “succumb” to the woman’s otherraegbieir desire to finally merge with
them, men are allowed to idealize-mythicize therthesmythicization upgrade women to

the status Lawrence wants or imagines them to have.

Tom Brangwen — and later Will Brangwen — ttiesesist this disturbing feeling of total
surrender to the female. Yet, his conversion sversible. The initiation process reveals to
him for the first time the need to “be destroyetif’really he could be destroyed, burnt away
till he lit with her in one consummation, that wetgreme, supremeTR90). Again,
Lawrence describes this in religious terms: Tondptlsm in his new life is an apocalyptic
moment for both initiate and initiator. It is thieénsfiguration, the glorification, the
admission” (91). As Lydia reveals to her awed waogér the divine mystery, opening for
him the door to heaven, she herself becomes theatét@oman with whom Lawrence wants
him to unite, despite his ignorance of what thioomeally means. Here, asliady’s
Chatterley’s Loverlove-making is seen as a holy mystery in whichl @opresent. The
ecstatic moments of love can be “the doorway ineftirther space” (90) as long as the man
is free enough to flow towards the woman, the agétttis transformation. Tom finds this
experience desirable but also dangerous. He feeisite’s inapproachability as a mysterious
sacredness which tortures him. Because of this Wa#ch for Lawrence is a sin, Tom never

fully achieves this consummation.
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Anna Brangwen: The Victorious Female

From the beginning of the chapter called “GirlhafdAnna Brangwen,” Lawrence depicts
her as a resolute person, “an independent, praature,” who “did not take people very
seriously,” “shadowy as a tiger, and as aloof.” Ammherits her mother’s aloofness, though
not her obscurity. Generally indifferent to otheople, even her two brothers whom “she did
not consider as a real separate thirigR 92), the only person to attract her interest isoBar
Skrebensky, a fiery aristocrat who avoids contath Ws fellow parishioners, and is as proud

and distinct as Anna is.

Concerning religion, Anna, even as a childJeady of two minds: she likes the hymns
and the mystical, sensual aspects of the Chrigtiagls, but she is uncertain and uneasy
about the “Logos,” the dogmatic doctrines of tharch. Too young to have an idea of what
God and his mystery is, she recognizes neverththedslsity of the spoken word in church:
Her “mystic superstitions” never “found expressiorthe English language, never mounted
to thought in English” (97-98). The dry, dogmatnduage bores and oppresses her, creating

in her an urgent need to escape all rules andutistis.

Going to church with Will Brangwen and her ttvers, Anna feels amazement as she
hears her cousin singing, responding to the mydteding music arouses in her, only to
burst out laughing a moment later when she recegriizthis fervent singing a manifestation
of her cousin’s religious ardour. This reactiofmdisntical to that she shows towards Will and
his passion for churches. She cannot understanuhbsonate response to cathedrals, the
pleasure and comfort he derives from the semiofitse Church. He is fascinated by the

architecture, the paintings and the statues, dvefamb in the stained glass window, about
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which Anna mocks him mercilessly. He seems to haifferent to the deeper meaning of
religious sermons which he accepts uncriticallgsithey make his soul “live” and “run free
like some strange underground thing, abstract” Y148 na knew “there was something else

she wanted to hear, it was something else she &skddom the church” (147).

In hisStudy Lawrence refers to the meaning of Cathedral agthiglem of one male
God, representing “a blind, collective impulse” aini‘rose into concrete form [...]
propounding in its sum, The One Being of All.” Thvas a religious attitude which,
according to Lawrence, springs from the female naind which prevailed throughout the
Medieval period. However, within the Cathedral réheas already the denial of this “One
Being of all” in the “little figures, the gargoylethe imps, the human faces” which “from
their obscurity, jeered their mockery of the Absetiand represent the spirit of change and
multiplicity, the male religious attitude which,arding to Lawrence, was celebrated with
the coming of Christ. Obviously but also paradohkycaAnna defends this new “male” spirit
of change and “polygeny'Study62), a spirit which promises a new epoch. Shelkdtthe
sterile religious mentality, as this is depictedha Cathedral’s semiology, and aligns with
the ironic, joyful mood of the gargoyles in orderundermine Will's Monist attitude towards
god. This juxtaposition of roles (Anna, the womattacks the female idea of the One
Absolute God whereas Will, the man, defends ihiasdmiration for the Cathedral — which
stands for this dogmatic idea — shows) turns Anb@a lLawrence’s spokesperson and reveals
Lawrence’s renewed trust to the female mind whschsed here to attack an idea of female
(according to Lawrence) origin. At this stage & tiovel, however, Anna seeks rational
answers to her metaphysical anxieties, and gett bysher husband’s fascination with a
world she cannot explain and consequently cannaioap: “What was he doing, sitting there

gleaming, carried away, soulful?” Anna feels thensaage her father felt when confronted
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with her mother’s lapses into her own impenetrabjstery. Moreover, she hates such
powerful, mystic experiences when they seize Heine“was transported to another world.
And she hated it, resisted ifTR 149). But Anna also “shone and gleamed to the Myste
Whom she knew through all her senses” (97). Astarabwoman, she is sensitive to the
cosmic otherness, to the numinous which rests umetbfand perceives her experiences in

the church as a kind of “epiphany”:

She was curiously elated. She sat in a glowingdvof|
unreality, very delightful. A brooding life, likaughter, was

in her eyes. She was aware of a strange influemiesieg

into her, which she enjoyed. It was a dark enriagiggemfluence

she had not known before. (103)

Anna perceives the church as a place where a mystéolds and not as a place of adoration
of the Absolute God. The Lincoln Cathedral epissdfie symbolic epitome of this split

from the traditional religion of rule and dogma.eTthurch, symbol of “an outmoded
Absolute” (Schneider 84), stands for Anna as thienake confine in which she would feel
“roofed in” (TR189) and deprived of her freedom. Yet, Anna, clagrianother right” (188),
responds to the mystical aspects of the catheeablnew goddess among old gods. Her
impulse to reject her husband’s almost sexual heeithe womb-like warmth of the church is
completely logical: she believes he is unfair tg Bheis the female her husband must adore
and embrace. She feels betrayed by his attachméime ichurch, and consequently adopts an

antagonistic attitude towards the place.
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In hisD.H.Lawrence and the Bibl@000), T.R.Wright refers to Lawrence’s
characterization of Anna in the manuscript as $amiChrist not sure what to do,” (103) but
yearning to be united with the “Mystery.” Anna weshto move into another realm where the
essential being may truly thrive. For her “the ai¢abarren, its lights gone out [...] It was
dead matter lying there.” She wants “to rise [..sprup above the fixed, surcharged motion,
a separate speck that hangs suspended” havingrctibseadirection in which it shall be
carried forward.” Anna seeks a place at the hafatie mystery of the existence. She yearns
to transcend the limitations of the common religieonscience as she feels that this only
darkens the soul. She knows that the ecstasy giegierced sprang from within, her own
inner power, not from a given religious semiologyd it is this knowledge that makes her
determined to destroy Will's passionate intercowvgh the cathedral. When she discerns a
woman'’s face in one of the church’s stony carvistpg cannot fail to mockingly point it out
. “ ‘He knew her, the man who curved her™ [...] ‘I'sure she was his wife"TR 189). Will
disagrees and Anna immediately accuses him of ablgadhe presence of a female element
in the church: “you hate to think he put his wifethe cathedral, don’t you?™ After this, she
senses her triumph over the cathedral and itsanfla on her husband: “she had got free
from the cathedral, she had even destroyed thegpass had. She was glad. He was bitterly
angry.” Anna here defends the “multiplicity” of go8lhe comments on the gargoyles —
which, as we have seen, according to Lawrence epihesheavy semiology of the imposing
cathedral, emblem of the One Absolute — and sherd#iwicts the religious philosophy which
the cathedral represents. Will felt Anna had atyumlicceeded in destroying something
important for him, one of his “beloved realitiesa’ blind passion,” “one belief in which to
rest” (190) But this brings about a new awareness of the world closer to nature, closer to

the female sensibility:
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He listened to the thrushes in the garden, anddreeaote

which the cathedral did not include [...] He crosadikld

that was all yellow with dandelions, on his wayork, and

the bath of yellow glowing was something at onesismptuous
and so fresh that he was glad he was away frorshadowy

cathedral. (191)

Will here discovers the beauty of nature — the fema@alm for Lawrence — and he senses the
natural life of the environment which for him is@all apocalypse, similar to the one that
Lawrence usually reserves for woman. It's timeWiH to feel reborn and relieved from the

heavy presence of the cathedral and its implication

Anna and Motherhood

Anna will experience another ecstatic emotion, wélem is pregnant and dances naked in the
bedroom for the “unseen Creator who had chosertdw&vhom she belonged.” Here she is
transformed into a priestess, though she cannotedtf which God she is appealing.
Acknowledging the full range of sensations and eonstwithin her, Anna has an oceanic
experience and surrenders to the rhythm of darerénming a primitive ritual revived to
express a numinous, religious impulse springingiftbe sensual realm of the body. Anna is
talking to the Lord, but the Lord here is the Lofd'exultation,” the Lord of the ecstatic
experience that springs from “the pride of her bggi TR170-71). Anna, in the pride of her
female anatomy, becomes the source of life, angibeédess of fertility and light. In contrast
to her mother’s Persephonic nature, she enjoygithef life and exults in her divine ability

to become a creatress herself. Her sensual dalelwates the body and its powers and
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brings to mind the pagan dance of Mellor and Conner the rain ihady Chatterley’s
Lover. For Lawrence, here Anna brings forth the newitspive message of the resurrection
in the body. She becomes the revolutionary feméale dares to mock the old religion and
bring forth a revival of a mystical belief in lilnd senses, in the impulse and the instinct

signified by the experience of motherhood.

In Anna’s limited religious world, this purifyg experience of motherhood is illustrated
by basic biblical imagery. She dances before threl like David, and her husband is like
Saul “proclaiming his own kingship” (170). Thesélmal analogies constitute a plausible
means for Lawrence to describe Anna’s mystic uogetds the divine in resonant symbolic
terms and to present this moment of total surretalan unknown, but intensely religious
feeling. Anna can feel the presence of god witlbethelp of religious symbols whereas Will
can sense the numinous through religious art, whétps him transcend the pedestrian
present and leads him to assert the triumph o$piré& over the body. On the contrary, Anna
derives pleasure from the body. Her pregnant bedlg berves not just as a substitute

religious symbol, it becomes one itself:

Oh, she stood on proud legs with a lovely reckbedance of her

full belly, and the adorable little roundnessegs] dre breasts
becoming important [...] she felt so powerfully aliaed in the
hands of such a masterly force of life [...] she krs#h& was winning,
wining, she was always winning, with each onsetah she was

nearer to victory. (177-78)
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Motherhood is [here] seen by Lawrence not as assecg burden, but as a vital, positive
element in the full realization of a female identih hisStudyof Thomas HardyLawrence
accuses some of Hardy’s heroines of being incapebtaving children because of their
atrophied vital female essence. Unlike Sue in Hardyde the Obscurevho is unsuited to
motherhood as she “wanted to live partially, in ¢basciousness, in the mind only” (104),
Anna is a woman who lives in harmony with her senSée can feel and experience
motherhood in the appropriate way as a unique é&meg which connects the female being
rather with the mystery of existence with which vwaymhas a closer relation, than with the
man she has chosen to love. As we saw in the ahapt&ons and Loverdawrence, in his
“Forward’ identifies (or replaces) the Omnipotent Fathee&@or with the Mother,
acknowledging in the creative force a power bestbtwevoman only: “So there is the Father
—which should be called Mother— then the Son, vehibe Utterer, and then the World”
(470). He continues: “And God the Father, the lnstrle, the Unknowable, we know in the
flesh, in woman. She is the door for our in-going aur out-coming” (471). Maternity
reassures Anna of her passionate union with litelear fervid desire to bear children springs

from the natural lifeflow inside her.

Anna’s ritual dance is interrupted by Will'steance. He is startled:

And she lifted her hands and danced again, to dmnmuyl

the light glanced on her knees as she made her Siav

movements down the far side of the room, acrosfirtne

light. (TR170)
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Anna feels contempt for her husband’s inabilitytmlerstand and share her ecstatic passion:
“Go away,” she said. “Let me dance alone.” Willrttell that his presence interrupts a
mystical performance, and despite his inabilitgdémprehend and participate in this, he can
feel “the strangeness, the power of her in her idggica power which “consumed him, he
was burned, he could not grasp, he could not utatetshe waited obliterated.” Like Tom
Brangwen eatrlier, Will is terrified by his wife’setamorphosis. Anna with her “big, strange,
terrifying belly, lifted limbs and hair sticking oall fierce” dances for her Lord and “knew

no man” (171). Female awareness must separatetfremumbing influence of the male
presence in order to remain alive. The male mustdstided from this moment of mystical
sacredness; and yet, like Peter in the Sea ofdgalle must show utter, blind faith: “She was
as the rock on which he stood, with deep, heaviagemall around, and he unable to swim”
(173). Abandoned, Will will sink in a “horrible” Idod” of “unreality,” (174) “a bottomless
pit,” “an endless space” (175). But his wife alsmbmes a threat for him. He sees her
transformed into an evil, horrible phantom: “Shedrae like a fury to him, without any
sense of him. Her eyes were bright with a cold, oving hatred [...] she might push him off
into the deeps” (174). The feminine force is mdytdhngerous, like any divine force. Man is
under constant threat. Hell here is the immens&eniial nothingness to which woman
condemns man, where senses and soul fail. It &gany for Will to live in constant
uncertainty of his wife who behaves like a goddessrds him, as if his salvation lays in her
hands: “Each night, in spite of all the same, ha \Wwaited with agony for bed-time, to see if
she would shut him out” (175). Will suffers the agmf the sinner waiting judgement, and
his sin is his inability to understand the mystefyhe feminine soul. Anna, like Lydia, is
seen through the eyes of the dependent, ignordet rewvrence is acutely aware of the male

effort to impose a totalizing identity on womanarder to “explain” her.
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This inability of the male to comprehend themée results in an intense conflict
between them, but since the woman is better coadewith the vital life powers and knows
that “the body of man is of her issu&t(dy59), this conflict cannot but end in female
triumph. Yet, this triumph does not signify the ek#f of the male. The only defeat lies in
man’s failure to give himself wholeheartedly to theman, his anxiety to master her, his
refusal to let his soul be saturated by the femaléhe novel, Anna certainly becomes Will’s
mediator; the prophetess who finally converts horthe new religion of the body and teaches

him to trust life itself rather than its symbols.

Anna attains a vital, more-than-human stataseshe gradually alters Will’s destiny and
leads him to a fuller awareness of life: “That whitad been his absolute, containing all
heaven and earth, was to become to him as to lsegpely heap of dead matter — but dead,
dead” TR190). Gradually, the converted Will starts adopthnna’s attitude towards the
cosmos: “A temple was never perfectly a templeittwas ruined and mixed up with the
winds and the sky and the herbs.” This statemeseiale Will's conversion to a theory of life,
which, without abandoning the symbolism and imagdr@hristianity, is clearly more liberal
and more in tune with Nature. Will “still loved tledurch. As a symbol he loved it” (191).
The language Lawrence uses to depict the strugglealance between the couple is striking
in its intensity. Will has succumbed to female &rbut still has “a black struggle with
himself, to come back to her. For at last he ledthat he would be in hell until he came
back to her.” And Anna, sometimes, “was afraidhef tgly strain in his eyes” when Will was
trying to “submit” to her (194). Although his comgeon is never complete — “in spirit, he
was uncreated” (191) — at some point Will does gipehe struggle for spiritual superiority
and control. Like Tom, his father-in-law, he “sultt®d in the little matriarchy [...] He was

indifferent to his manhood, his dignity and impota.” Anna is both satisfied and impressed
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“that he could serve her so simply and completél@3). Yet, though she has triumphed
now, Will still preserves this “darkness” withinnhself, unknown regions of his soul,
frightening even to him, which he can neither contior extinguish. Anna discerns the
“suffering among the brightness” (195) as she gultsr husband to achieve his full
potential, but Lawrence, just as he did with Paok®lin Sons and Loverghooses to leave

this conflict unresolved.

Ursula Brangwen: The Bold Female

What differentiates Ursula (the maiden Ella in t8esters”) from her mother and
grandmother is her strong attachment to her fatfily the male of the family. He is “the
dawn wherein her consciousness woke UR 205). She feels “transported” when she first
accompanies him to church (202), “excited, and adu§206) when she helps him in the
garden. Clinging on his back as he leaps from #&malcbridge, Ursula can be seen as
symbolically making her first leap into female (cofsciousness: “He leapt, and down they
went. The wash of the water as they went undekgtuough the child’s small body, with a
sort of unconsciousness.” In Jungian terms, wageg ban be seen as signifying a feminine
underworld, and crucially it is the father who oduces Ursula to it. In this symbolic leap,
Ursula measures her courage against that of Hegrfatas they both risk drowning. This is a
moment which might separate them forever, but @ lgings them closer, nourishing this
“curious, taunting intimacy they have” (209). Onéerpretation of the scene is that it
demonstrates Will's “sadistic, destructive, deathistincts” (Smith 37) and has been
connected with his wish to derive through Ursutease “of self verification” (35).

However, Will’s urge to indulge in such dangeroasans with his daughter might also

suggest symbolically his wish to sink into the denogis, threatening waters of the female
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unconscious, something he never quite managedfiibthrough his wife. It is such a
fulfillment he seeks in the immature femininitylas young daughter, a search as potentially
fatal as any oceanic experience. As Marianne Targi\has pointed out iRrimitive
Passiong1998), “Lawrence had strong affinities for oceamature, conceived as the sight
of eternity, the site of the oblivion of the autamaus self’ (57). Will here disregards the
grave danger to which he exposes Ursula and hinmsbis desire for a passage to the
unconscious feminine which demands the abandonai¢hé “autonomous self,” the
dissolution into “otherness.” Will is willing to wlergo all this in order to gain entrance into
this mysterious, female world. The water, symbdieohale sexuality, becomes threatening
for him just as a return to the womb threatenddh@ation of the symbolic identity. But

Will, eager to lose himself in the female, is inmigted by the cold water in much the same
way he derives pleasure in the quiet womb of thia€thal. Moreover, he bonds with his
little daughter by making her a partner in dangerexperiences: “He saved her, and sat on
the bank, quivering. But his eyes were full of thackness of death, it was as if death had cut
between their two lives, and separated them. t88 were not separateTiR209). Alienated
from his wife, Will travels from isolation to nedeath carrying Ursula on his back. However
young Ursula is fearless. Will has “a craving tgliten her, to see what she would do with
him” (208), but he feels under the child’s grip tleliberate will,” “set upon his” (209). In

his daughter Will sees the undaunted female his wis: “She was always relapsing on her
own to the other end where Anna was and where Wiler managed to be” (208). Will is
animated by this urge to escape from this unappiadae other, and at the same time find a
way to unite himself with it. Ursula is a means ifiam to enter into this prohibited area and

all his extreme adventures with the girl seem to ai this purpose.
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Very much like her male ancestors, who oftdhdt a loss to cope with the women'’s
inherent mystery, Ursula feels “a spell over haerd &er mind “darkened” in her father’s
presence (222). But unlike her male ancestorsnetier feels puzzled or threatened by the
male other that her father represents in this gdrgse in her life. She does not wish to stay
with him, on the contrary, like the other womerhgr community, she feels this need to
break the boundaries of the Cossethay Societyetavbat happens “beyond.” In Grammar
School, she aspires to a higher life among herlsgadife free from the sterile confines of
Cossethay. This proud demonstration of individyalitfers from her mother’s selfish
arrogance: for instance, Ursula’s way to avoiddatiacks of the “average self’ is to make
“herself smaller” (252). Her introspection is balkep and revealing. Her strong character
and her relentless will to engage in endless seatehing for a time turns her into an
isolated, distant figure, alienated and unapprdalehalrsula’s two years at St. Philips
school represent her apprenticeship in a man’sdwblér fascination with it, however, turns
into disillusionment as she finds herself “a foregin a new life, of work and mechanical
consideration.” In her striving for knowledge arahtrol, Ursula remains alienated, divided
into a more secular self and the other: “She halimvher the strange, passionate knowledge
of religion and living far transcending the limasthe automatic system that contained the
vote” (377). For Lawrence, this knowledge, whiclsagred, is identified with the human
being’s effort to produce its being and it has mglto do with the knowledge that modern
man has of the modern world around him, the autenaadrld of the system, the Law, and
the vote: “Shall | then be able, with all the knedge in the world, to produce my being, if
the knowledge be not extant? | shall n@&tydy40). Lawrence had declared to Sally
Hopkins that he would do “the work for women, bettean the suffrage” and that he would
do this in “a novel about Love Triumphant one déyi. 490). IfThe Rainbows this novel,

then Ursula seems to be the idealistic feminineatttar in it, who, urged by her instinct to
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find real meaning in a disappointing world defiessrules and its codes and follows her own
path to find her true self. Thus it is not surprgsthat, later, when Antony, her friend
Maggie’s brother, proposes to her, Ursula refusles:does not want the cage of marriage and

conventional propriety the man offers.

After her experience in college, her new lifel @acquaintances in Beldover also enhance
Ursula’s feeling of remoteness. She immediatellizes the shallowness of it all, and her
abhorrence for the mundane world around her gr@sasdually, she outgrows the old,
established identities and turns to new directlmagond her conscious control. She uses her
body and senses; she abandons herself to daydiggaamith seeks the nearness of nature, in
which she finds a kind of communion and some ofstitesfaction her soul yearns for. Like
Alvina in The Lost Gir] the novel which Lawrence began almost at the daneeas “The
Sisters,” Ursula has access to a power which, &vrence, comes to people gifted enough to
contain it. It is a silent power, the voice of unsoiousness, which here transforms Ursula
into a deity of instinct and supernatural charisBlze possesses the real knowledge of the
dark world which surrounds the world of light in it the vain modern human being thinks
s/he lives, safe in his/her ignorance: “This wonlavhich she lived was like a circle lighted
by a lamp. This lighted area, lit up by man’s coetg@s$t consciousness, she thought was all
the world.” But Ursula’s soul “had acknowledgedaigreat heave of terror, only the outer
darkness.” Her feeling of not belonging to this ldand her ability to sense another invisible
dark world — a signifier also of the deep unknowmlan self which Lawrence later
acknowledged as the savage, primitive self of the mturns her into a figure who possesses
mythical powers: “She could see the glimmer okdapvement just outside of range, she
saw the eyes of the wild beast gleaming from thieraess” TR405). This unconscious

vision of Ursula signals “a new degree of consciawareness appropriate to the third
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generation,” which makes Ursula overcome “all thetadictions of her grandparents and
parents” (Kinkead-Weekes 200). She perceives thatanyof another world which
surrounds the known one, and can see the falsityl@nvanity of human actions. She
combines the dark instinct of her grandmother &edsupernatural awareness of her mother
to become a priestess with her own beliefs andsiddtéhough her choices might take her to

the brink of self-destruction.

Ursula’s readiness to explore new areas of@ounsness is aroused when she meets
Miss Inger, the schoolmistress of the school wiskeeworks. It is only the second time, after
her father, that Ursula feels admiration for anydviess Inger is a clergyman’s daughter with
a “clear, decided, yet graceful appearance” anddk of nobility” in her face. For Ursula,
the “fine, clear spirit” of her teacher, her “ringi voice” and “blue, clear proud eyes” made
her “a groomed person and of an unyielding miricR 812). Ursula feels a pang of alarm at
Miss Inger’'s androgynous appearance, her mascptner, her mental strength and
independence. Ursula, though sensitive to her femimstincts, combines such “male”
characteristics in her personality: “She stretdhedown limbs like a lion or a wild horse, her
heart was relentless in its desires.” Her contdiompthe innocent lamb and her admiration for
the fierce lion manifest her masculine boldness.Bsula searches for the essence behind
the vigour and strength of the male, behind thelgplof thought and independence of spirit.
Just as she had immediately perceived earliertyreeds of soul that characterized
Skrebensky, so she quickly diagnoses the probldmMiss Inger as she realizes that “she
had no connection with other people. Her lot veagated and deadly” (318). Miss Inger is
deprived of feminine warmth. She belongs to a tihkawrencian heroines, like Hermione in
Women in Lov€1915), or Dollie in “The Princess” (1925), with atrophied female instinct

(usually used by Lawrence in order to contrast theth the main heroines). Like Hermione
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and Dollie, Mrs Inger is sterile and reserved ifed#nt to the other human souls around her.

Ursula therefore rejects her and risks remainihglahe.

These encounters, however, are opportunitidevelop her newly acquired wisdom.
As Kinkead-Weekes has argued, it is her “new tedjoic’ sense of character shaped by
opposite ‘forces’ which make Ursula dynamicallyae€ to the superficial attractions of her
youth” (Kinkead-Weekes 202). Winifred Inger hasreeoved a half-hearted Diander
free spirit and her independence are illusory. Slentually compromises with a system that
Ursula despises and this is a shameful comprowingeh turns Miss Inger into some sort of
“prehistoric lizard” with a “clayey, inert, unquieked flesh” TR325).Ursula sees her as part
of the machine world the same world to which Toar, incle and Miss Inger’s fiancée,
belongs. Lawrence does not set up any ethicalaiegtive structures to save his heroine
from pitfalls as she gradually learns about thelavand the people. Her life-journey

becomes an initiation process, a pilgrimage thattimately a religious one.

Religious Awakening

Though she shares her father's mystical passiooharches, and in spite of her attachment
to him, Ursula, like her mother, is immediately agvaf the negative impact of conventional
religious authorities and their rules: “The figufethe Most High bored her, and roused her
temperament” TR259). At the same time, she thinks of Christ asgugde: “what would
Jesus do, if He were in my shoes?” (256) analyatrigngth his saying that “it is easier for
a camel to go through the eye of a needle, thaa faah man to enter into heaven” (258).

Even though she was not “fit as yet to criticiz259), it is clear she is already sharpening

! The Roman goddess of hunting.
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both her religious conscience and her critical It&es1 She also proceeds from asceticism
towards an appreciation of the flesh: “Who shalshadowed by Death and the Cross, being
risen, and who shall fear the mystic, perfect figwtt belongs to heaven?” The scorn she had
expressed for Pan and Bacchus, the pagan Gods té#, is now replaced by the
acknowledgement of the joy and sense of fulfillmehtch the flesh offers, the desire “to
walk this Earth in gladness,to love, live and have children” in the flesh.duta has

realized that “The Resurrection is to life, noDteath” (262) anticipating the Man in “The
Man Who Died” (1927). Ursula, as Keith Sagar sutgesill not hesitate to move into the
“unknown territory with no better guide than théngiple of trial and error, a deep sense of
responsibility for her own life, and an indestrbtgifaith, at the very centre of her, surviving

all disillusion” (Sagar 57).

Ursula has been regarded as “the last of thad@ven patriarchs.” T.R.Wright quotes
the blurb of the cover of the first edition of thevel which describes her as the “leading-
shoot of the restless, fearless family, waitinthatadvance-post of our time to blaze a path
into the future” (Wright 104). Frank Glover Smitbipts out that Ursula displays “the inner,
impersonal, great desires that are fulfilled inggeriods of time(39). In mythical terms,
Ursula combines the braveness and self negatiémtijone, the dynamic and courageous
sister of the dead sons of Oedipus, who, defyiegkthg Creon’s orders and faithful to the
divine and moral law, conducted her brother’s fahdtes and finally hanged herself in the
prison where she had been locked up. Like Antigardisula’s skepticism leads her “to the
other extreme” that is to discover and despiséhbeble side of Christianity” and adopt for
herself a heroic, almost masculine, ideal: “And stmes, she dashed into flames to rescue a
forgotten child; or she dived into the canal lockisd supported a boy who was seized with

cramp; or she swept up a toddling infant from et of a runaway horseTR 265). But
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Ursula also becomes the Lamb, so bitterly mockelddsymother: “She leapt with sensuous
yearning, to respond to Christ. If she could gbita really, and lay her head on his breast, to
have comfort, to be made much of, caressed likald’q267). Ursula, like Lawrence, has
mixed feelings towards the figure of Christ. Sheldea yearning for his warmth and
tenderness but this “sentimentality” surrounding lait times “maddened her.” There is no

possibility of her remaining a Christian.

Ursula: Lawrence’s Individual (Wo) Man

The next phase of Ursula’s process of self-disgpeemes through her relationship with
Anton Skrebensky. She is immediately attractedibyrtasculine characteristics: “He was so
finally constituted, and so distinct, self-containself supporting [...] He had a nature like
fate, the nature of an aristocral’R271). Lawrence, through Ursula, embraces the
Nietzschean ethic of the “aristocracy of the saxpounded irstudy of Thomas Hardyhe
influence of German expressionists like Nietzschenv Lawrence read as early as 1908
(Chambers 120) becomes most apparent in his iderg andividuality, his notion that each
one of us is born “detached from the flesh and dhlofoour parents, and is issued separately
as a distinct creatureS{udy40). What Lawrence means by individualist is “acelfish or
greedy person anxious to satisfy appetites, buda oh distinct being, who must act in his
own particular way to fulfill his own individual hare” (45). In the individuation process,
consciousness plays an important role. For Niegstlan needs to reach a stage of infinite
knowing and loving, that “final and highest becoginhuman after which the whole of
nature strives” (Montgomery 89). For Lawrence “angn of real individuality tries to know
and to understand what is happeningdreword486). This conscious knowledge of the

world which individuation presupposes, however,sdoet of itself lead to the “second birth”
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of the human being, which is the attainment of aihentic self. The effort of the individual

to find his/her real self is a painful process oftennected with their lost sexuality.

This is particularly the case for Lawrence'side characters. As we saw in the
beginning of the chapter, women wonder about tlsenos, attempting to discover what
human logic cannot grasp. Their will to returnhie tSpoken Word,” the world of every day
reality, is not the correct path to rebirth andWwasknows this more than all the other women
in the story. She senses the other, the darkndasnedn nature and it is through a return to
this darkness (see also Introduction about theidamgyocess of individuation) which
civilization despises, that the human being wilblly be reborn. Thus Ursula is the true
Lawrencian individual: she is not afraid to fahe tlarkness of the human existence and
feels that real knowledge lies somewhere furthethain the stiff word of the “week-day

life” (TR264).

In sharp contrast to other contemporary modenwho considered the degeneration of
the period as a symptom of effeminization, D.H. kence daringly makes the most
individualistic of his characters a woman. In hetividuality, Ursula becomes an
androgynous figure, a god(d)-ess who reconcilespieitual, masculine strength with her
female appeal to the mystical other. Without compsing either materialism or spirituality
or even simple instinct, Ursula, knowing that she & mission in life, tries to achieve
selfhood and find a meaning in her life, a meamigch is to be discovered in the sacredness

of the sexual union.
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The Lapses into the Other and the Threatening Femal Ursula’s Encounter with Men

Ursula’s adventures with Skrebensky, however, ardisappointment. For a time, Ursula
believes that she has become a blasphemous fag@®metheus set against the divine
power, or, in more modern terms, iammoraliste It is true that she feels attracted to the
“splendid recklessness” of lif@R277): “She lives in the conditions outlined by the
underground man, unsure, with the collapse of gameaind prohibition” (Smith 47). She
envies the passion of Skrebensky's friend, a mapetately seeking a womahR 277), but
then she faints in Skrebensky’s hands after tlsir Kiss (278) like a fragile, romantic
heroine, the sleeping beauty of the fairy tale.ul’s anarchic attitude is even more manifest

in her views of nations and war which she stat&ski@bensky:

- ‘But we aren’t the nation. There are heapstbéopeople who
are the nation.’

-‘They might say they weren't, either.’

-‘Well, if everybody said it, there wouldn’t be ation. But | should

still be myself,’ she asserted, brilliantly. (288

This anti-war, anti-nationalist spirit and her gathy towards soldiers, (“I hate soldiers,
they are stiff and wooden” (289), is perfectlyumé with her equally shocking ideas about
religion and Christianity (in the manuscript Jesukkened to a male lover). She comes to
see Skrebensky as a “mass-man who disguises astipatror service his lack of
individuality” (Kinkead-Weekes 201). Thus she appess a revolutionary woman, fearless
and acutely critical of the world and the peopleuard her. Her own actions are divided

between her male and female qualities: she resporu=ople and events in a collected,
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rational manner, but she is also able to accomnadddater daily experience the moments of

oceanic, mystical consciousness.

One such oceanic, transcendent moment ocauniagch wedding-feast, which
Lawrence depicts with a ceremonial, mysterioukgamind: “Bright stars were shining [...]
And under the stars burned two great, red, flansdiess, and round these, lights and lanterns
hung, the marquee stood open before a fire, wsthghts inside” (294). It is a scene
springing directly from the unconscious world whersula’s feminine soul swells with
numinous, cosmic vitality and passion: “Waves diraeis darkness run through her soul
[...] she wanted to reach and be amongst the flagdtang [...] she was mad to be gone.”
Once more, Lawrence uses water imagery to sudgesttensity of the female presence and
the fluidity of the scene. Tom Brangwen here, igit§” and “fluid” and as inaccessible as
the creatures living in the water. The music is t@Min waves’; the couples are “washed”
and “absorbed” into the “deep underwater of thecddnEverything is “a vision of the depths
of the underworld, under the great flood” (295)tHe dark, turbulent flux of music and
dance, Ursula loses her sense of self and slipghetfrenzy of the ecstatic and the
subconscious, turning into a moon- deity: “And berast opened to it [the moon], she was
cleaved like a transparent jewel to its light. Steod filled with the full moon, offering
herself.” Skrebensky interrupts this mystical uniognputting “his arm round her” and
leading her “away” (296). Caught in the moonshlike, a Bacchean maenad, Ursula is
transformed in the frightened eyes of the man anperilous demonic deity with “hands and
wrists” like “blades” (298), who, like Agave, theagic heroine in Euripide§heBacchae
can in her ecstasy kill any intruder who daresisougt this sacred moment. When Ursula
comes back to her senses, the “day-time consciessrsghe feels an emptiness of the soul, a

slow horror overpowering her, caused by the presehthe man on her side, “the
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nothingness”(299) of his existence. Skrebenskyidime man with whom she can find real
happiness: he cannot offer her what her femaleysarhs for. The intuitive Lawrencian
woman that Ursula is, senses that her vital foatesunder threat from Skrebensky’s
intellectual and psychological rigidity and shexat willing to waste her life energy uselessly

on him.

The scene where Ursula is with Maggie’s brobiezomes a similarly transcendent one,
with Ursula again identifying with the moon: “Alis so beautiful, all this so lovely! He did
not see it. He was one with it. But she saw it, @ad one with it. Her seeing separated them
infinitely” (386). Every identification of the manith the moon takes place through Ursula’s
eyes: she alone notices the moon, and its numimi@sence. Once more, the mystical quality
of nature comes to disrupt her relation with theemal world. The moon, frequently
appearing in Lawrence’s fiction as the symbol &f fiaminine principle, the archetypal
symbol of fertility and the life cycle, is here antonomous presence which directly
influences human decisions on matters of life agathl Ursula, like the Greek Selene or the
Roman Luna in sharing the divinity of the lessghtj realizes her eternal, uninterrupted
connection with another world beyond the common d&minmnderstanding: “Something was
looking at her. Some powerful, glowing sight wasKimg right into her, not upon her, but
right at her” (296). Later, in a prolonged medaaton a passage from the book of Genesis,
Ursula wishes “she had been a nymph” (302) peeptogNoah’s Ark from the window and
laughing. Again, the biblical imagery here is condad with allusions to ancient deities, a
symbolic conjunction of the pagan and the Chriséiarphasizing Ursula’s rich imagination,
but also her religious dilemmas: She comes to thefyChristian dogmatic rules, she

guestions the order that the Christian dogma repteswith her anarchic attitude.
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Ursula’s questions and speculations abouglifé religion grow more and more
complicated. The contrast to Skrebensky whose ldijein the established order of things”
(304) could not be greater. Ursula wonders: “Whyldamot he himself desire a woman so?
Why did he never really want a woman, not withwiele of him: never loved, never
worshipped, only just physically wanted her?” (29¥png with a line of “unsuitable”
female heroines, Lawrence creates a parallel limecapable heroes who cannot appreciate
the real value of a woman by embracing her womath8krebensky belongs to this line of
male Lawrencian heroes who, with their male urgepdtied, cannot discover a woman in her
body and flesh and love her “physically.” Like Silifford, Connie’s husband ibady
Chatterley’s Lovepr Basil, Lady Daphne’s husbandTihe Ladybird Skrebensky resorts to
a sterile adoration of the woman. He resists tige tw join the female, has only fear for the
unknown woman in front of him and determinedly fgyher. Skrebensky’s attention to duty
and propriety condemns him to emotional and mestéallity, a nullity which terrifies
Ursula. Keith Sagar sees Ursula as a powerful Agiteavho uses Skrebensky as the
“medium” for “her self-contained, uncreative, canee lust” (Sagar 59). But Ursula seems to
recognize, at least for a time, in Skrebensky th&mther with whom she wants to unite.
Her appeal to him “Don’t leave me — come back ®'ns a woman’s appeal to the male
“scotched by the knowledge that she was not ungdesgell nor his influence TR 306).
Skrebensky proves himself once more as an inadedmadr, never carried away in awe and
fear by the female mystery like Tom and Will. Hdyofears his own dependency on the
woman: “he had to be free of her spirit.” Ursuleetitens Skrebensky’s masculinity. Since he
is unable to let “a female possess his soul,” Wradcomes for him a negative, alien figure.
In his eyes her metamorphosis is an evil one: sleernes the “angel before Balaam” who

drives him “back with a sword from the way he wasg, into a wilderness” (307).
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For Kinkead-Weekes, his impotence is not sexudlsprings from “a fear — common to
writers and actors — that the eagerness to sinkdlién others betrays an insufficiency of
self.” For the critic, Skrebensky lacks the necgssalividuality that each sexual lover must
possess in order to transform the sexual act ecaaf resurrection of the self: “Skrebensky
has no sense of himself other than as part of smbhective: a nation, a regiment, a couple.”
He cannot satisfy Ursula’s longing for a “beyon#inkkead-Weekes 206). Ursula shows
little interest in deciphering Skrebensky’s confii$eelings towards her, but sees his
ineffectiveness, his inability to reach out andctoher: “out there in the strong, urgent night
she could not find him"{R306). She realizes he exists “in her own desirg’dB09) and

leaves him.

Later, when Skrebensky returns from South Afrlee immediately senses in Ursula
“some of the abstraction and gleam of the unknopanther, and he started, excited” (409)
Remote and inaccessible, Ursula attains the stafiaestrange goddess, in whose presence
“his dark, subterranean male soul” kneels and eegpbsnself “darkly” (410). Skrebensky
has changed too, acquiring from Africa a mysteriaws which compels Ursula to cross the
boundary and enter “the fecund darkness that pssddss own blood” (413). He becomes a
creature coming from the darkness, a symbolic regleeady familiar to Ursula, and
“seduces” her with his newly acquired “manlines3ktebensky has come back from an
unknown mysterious land “rather browner” and “plogdlly stronger” with “a horseman’s
sureness” and some “of the horseman’s animal daskhBut he still possessed a “vague”
soul, his “quick of a man” remains “inaccessiblé10Q). Ursula is puzzled. However, she
feels attracted by his new aura: “yet she loved, i@ body of him” (411). It is through their
physical contact that Ursula “became ever moreraock herself.” The description of their

kiss in this passage, as in the wedding scenallisffwater imagery, the language
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characterized by a fluidity which reproduces themsity of the woman’s feelings, the dive
into the subterranean world of senses and emotibadoss of self in communion with the

male:

Darkness cleaving to darkness, she hung closertpgressed
herself into soft flow of his kiss, pressed hersieivn, down to

the source and core of his kiss, herself coveredeaneloped in
the warm, fecund flow of his kiss, that traveltacer her, flowed
over her, covered her, flowed over the last fidfraar, so they were
one stream, one dark fecundity, and she clunigeatare of him,

with her lips holding open the very bottommost seusf him. (414)

This scene, which anticipates so much the lyrit&ininine” language used to describe the
love- making scenes of Connie and Mellor&éauy Chatterley’s Loverepicts the power of
sexual contact. Ursula remains in this state ofcedor days. The experience is a moment of
epiphany: her contact with the male has complegdransformation, and her perception of
the world has totally altered: “what are you, ymale citizens? her face seemed to say
gleaming. ‘You subdued beast in sheep’s clothiog, grimeval darkness falsified to a social
mechanism [...] She dressed herself and made hérse[f..] But all in a mood of
superficial, mocking facility” (415). Ursula hasdmme the prophetess she was expected to
be and has discovered another world beyond the/@éagr She is now fully aware of a new
consciousness and has decided to allot to her eléwssproper place and value. It is a new
strong sense of identity which was being graduadijt in her through all her encounters

with the outside world.
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Ursula’s love-making is represented as a mastperience: “She entered the black
fields of immortality” and “She belonged to thereta, changeless place into which they had
leapt together.” Like the healers and mysticdefpiast, Ursula preserves her solitude, which
is not indicative of an absence of energy and achbat a way of listening to the inner, dark
self and soliciting advice and guidance inaudihléhe din of daily life: “Her everyday self
was just the same. She merely had another, streetfahat knew the darkness” (418). Itis a
curious, separate strength, the spiritual streafjteligious leaders, that makes Ursula
preserve a sacred place within her, a place apatrnbbody can invade, a place for

communion with the other invisible world.

The Final Choice and the Promise of Rebirth

From now on Ursula lives entirely in this otherndoof her own: her own kingdom, the
sacred place to which no one can have access rdek&parov. She finds it difficult to
console Skrebensky about her refusal to marry Hihe knew he was waking up. She must
modify her soul; depart from her further world, fom” (TR437). Skrebensky feels this
gradual alienation of hers as well as his inevéatlbmission to her: “He was a screen of her
fears. He served her” (430). Ursula, like Anna Agdia, consumes her faithful servant while
consummating with him. After the beneficial corntadth the male body, there is no need for
Ursula to stay with him: “he roused no fruitful tedity in her. He seemed added up,
finished. She knew him all around, not on any sidehe lead into the unknown” (438-39).
Like an ogress, she uses her powerful female atucapture him, but she would feel “none
of the rich fear, the connection with the unknowrtiile her man was laying there
“unaware,” “happy” but “finished” (439). Skrebensloses his magical aura (which was only

superficial), and becomes one with the rest ohtls@dane world. Ursula delivers the final
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stroke during their last night on the Lincolnshieach. This is the culmination of her
“devouring” power over the male: “she fasteneddrens round him and tightened him in her
grip, whilst her mouth sought his in a hard, reggdever-increasing kiss, till his body was
powerless in her grip [...] she seemed to be pressihgr beaked mouth till she had the
heart of him” (444). At this point, Ursula’s metarpbosis is complete. She is the unsatisfied
Maenad who, instead of losing herself in the exstation with the male, lies there in the
moonlight with her “cold rigid face like metal, tarrifying goddess that makes Skrebensky
flee “from the horrible figure that lay stretchedthe moonlight” (445). In this trancelike loss
of self, Ursula is wholly repulsive to Skrebenskiyorxcannot sense and share her capacity to
enter into other realms of psychic consciousnessthds capacity also means that from now
on Ursula must truly live alone on the bordershef tivilized world, alienated from others
and uncertain of herself. This uncertainty ineuijdiecomes the source of torture and
internal conflict for Ursula who oscillates betwetbe private world of instinct and impulse
and the public, material world, struggling to urgland all her perplexing experiences and

find a path that will safely lead her to happinasd peace.

In the final chapter of the book Ursula fades need to choose a life. Her pregnancy
initially makes her decide to join the conventiowalrld with all its conformities, a world she
truly despises and for a moment she realizes shéden blasphemous in separating her own
demands from those of other people: “Who was sl@awe a man according to her own
desire? It was not for her to create, but to resya man created by God” (457).

This psychological and mental pressure, under lwbicsula lives, is vividly shown by
Lawrence in the scene where Ursuala, alone inath@sicape, feels horrified and threatened
by the appearance of some wild horses. For critkes Gavriel Ben-Ephraim and Mark

Spilka, the horses that threaten Ursula repreggmwérful male sensuality” and “prevent the
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social devitalized marriage with Skrebensky” (Satlee86). Their presence has also been
interpreted as symbolic of Ursula’s agony at haigien to betray her spontaneous self and
accept the conventional marriage with Skrebenskyitf56). Keith Sagar claims that the
scene underlines Ursula’s incapacity to “evadeetttenction to which the horses subject
her,” (Sagar 65) while Schneider believes thatihises stand for “the threat to her creative
freedom” (Schneider 87). Kinkead-Weekes explaiessitene as a reproduction of the
“elemental world” of powerful forces, the forces“opposites” which her grandfather
managed to master but which is completely incomgmsitle to the modern sophisticated

woman of the twentieth century that Ursula is (Kial-Weekes 206).

The horses, in my view, are a reflection ofllas turbulent mind, a metaphor of her
anxiety and fear as she senses that she has ceahfinttbris,” offended the power of
Eternity “to which she herself belonged@R457). For Lawrence, Sagar argues, the human
fear of horses covers a feeling of admiration tbefr beautiful, physical bodies,” a
sensuality which is also to be found “in the gis&tsual male activity” (Sagar 64). The
horseman is a symbol of the mastery over animahgth, strength to be harnessed by
reason. But horses are also associated with pratelity and independence. Ursula
“stretches her limbs like a lion or wild horse”esteels the urge “to rebel, to rage, to fight”
(304). She is a female adventurer, running fre@envastness of the world. The horse was
once her favourite animal, the symbol of her widdlsbut it is now endowed with negative
connotations. It is the threatening, destructiveddhat oppresses her soul. Carl Jung in
Psychology of the Unconscio(l947) points out the significance of horses irihmyas
symbols of the unconscious, related to wild phadbever and fertility and the elements:
wind, fire and light. It might also turn into a reatal symbol, representing the libido

repressed through the incest prohibition (312-3&\rence sees in the horse a symbol that
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“roams the dark underworld meadows of the soul”i(B®5), what Jung called a “psycho-
pompos,” (Jung 315) to conduct soul to the othelldvdn this context, as Ursula has started
losing her animal vitality and will, the horse bages a life-taking, chthonic force. It stands
as a symbol of the danger of abandoning the rdteeibentirely. Guided by intuition alone,
one may get lost in the unknown, deep side of huooaisciousness, and Ursula feels it may
have been a mistake to allow herself to be caaweay by her own fantasies and reject the
people near her. This is an internal conflict,lardma Ursula has never previously confessed
to herself. In this context, the horses, which usestand for her wild independence of spirit,
have now become abhorrent creatures which thrdegielife — very much in the same way
her decision to accept Skrebensky’s marriage prdgbeeatens her emotional vitality and

freedom of spirit.

The scene with the horses can also be seendasmatization of Ursula’s “dual will,” a
phrase used by Birkin, one of the main male charach Lawrence’$Vomen in Lové140)
to show the horse’s conflict between the urgeréak free and the urge to submit to his
master. Bethan Jones points out that “the phidisa Wil might be more useful in
describinghuman impulses than that of horses” (Jones 164) réfiers to the attempts by
almost all of the charactersWomen in Lové&he sequel oThe Rainbowto escape, to
“bolt” against someone or something: “Bolting isailly an important human impulse, and it
is balanced by the will to be controlled — by ddel human, a social or moral code or some
kind of mechanical system imposing restraint” (1&&sula’s instinct for freedom from
conventionalities similarly “bolts” her mind. Sharcsense that deep inside she will never
change, that she shall always belong to herseffetaleep intuitive nature: “It was the
unknown, the unexplored, the undiscovered upon w/kbsre she had landed, alone, after

crossing the void, the darkness which washed tive Werld and the Old"TR457). The
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decision to submit awakens the voice of her instiarning her about the coming loss, the
loss of the profound inner knowledge, the deatthefvital life force that lies deep within
human beings. Discovering this inner power has lysala’s life purpose. Skrebensky’s
refusal to take her back therefore comes to harraief. She belongs wholly to eternity
now, the vast power of life. Having endured all ilnéation tasks, she finally feels part of

the great, invisible power of creation.

At the end of the book, | suggest, Ursula bee® a goddess of hope and rebirth. She
has created her own spirited self, she has filadgned to follow her knowing without
feeling guilty about her choice. Dealing with [ff®@m her own unique perspective, Ursula
refuses to allow anyone to repress her vital eesrdn the symbol of the rainbow Ursula
recognizes both her own reborn self and a hopa feorld which would be “built up in a
living fabric of Truth, fitting to the over-archingeaven” TR459). Her vision is a religious
one, as her rebirth was achieved through an inteakgious inner conflict. She is now the
holder of the secret of rebirth, possessing at ls@a®me of the secrets of man’s salvation. But
this time the Truth is to be found in the numinoukich exists inside human beings, in the

sacredness of existence of which Ursula, the sderedle, is the prophetess.

In The RainbowLawrence explores the tensions of sexual relakigns by mythicizing
women'’s ability to perceive the world in their ownique way. This constitutes a source of
uneasiness and frustration for men who try to natiize their behaviour in their effort to
achieve their “consummation” with the female. Theus on Ursula in the last part of the
book shows thathe Rainbows a novel about the deep questions of existeeee Eom a

female perspective. Ursula’s existential dilemmad laer final decisions symbolize
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Lawrence’s belief that if life is to triumph, thelell” which imprisons the old form of life

must be broken, so that new forms of the sacredcare into beingL(ii. 285).
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Chapter Three

Women in Love Lawrence’s “Apocalyptic Novel”

Women in Lovés the second of the two intimately related budejpendent novels that came
out of the work Lawrence started in the spring®@f3 under the titldhe SistersThe first

one, The Rainbowas we have seen, was published in 19¢&men in Loveafter

considerable revision, was finally published in @9Rawrence himself called this novel
“apocalyptic,” for it reflects his first attempts éxplore “the subconscious, the four fifths of
the iceberg hidden below the ego and the surfatieedfnowing” (Kinkead-Weekes,
Introduction xiv). Although in retrospect “psycha@dytic” may sound a far more appropriate
description of such a task than “apocalyptic,” Lamge seems to employ the term mainly in
its original, pre-Christian Greek senseapbcalypses‘unveiling,” “unmasking” of things
hidden, unseen behind the misleading facade ofiabty.” Such an unveiling of the
workings of the modern world can only lead to teeelation of the true extent of its
corruption, as well as the emerging characteristidhe new one that must replace it if
humankind is not to perish. Although Lawrence dizggs the complete disintegration of the
new chaotic world resulting from the irrational Moce of the war, he still believes in a
possible transformation of the self and the cosamashe explores this possibility by putting
his characters under relistic circumstances. Tiaibdlief in a resurrection, which he
explored so vividly inThe Rainbowhas not completely faded awayWomen in Lovevhere
Lawrence seems to be equally interested in lovaramoblence as two obvious parameters of

the human consciousness.
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InWomen in LoveLawrence has chosen for the role of his spoksspewithin-the-
novel, not a number of women, but one male charatgert Birkin, a school-inspector,
and clearly very much a Lawrence self-portrait. Bsithe title indicates, vital though men
are in this novel — and by no means just as loterésts — it is again the women who play the
most important roles. The alternative perspectikiey offer, run counter to the male
discourses, even the one developed by Birkin, hed teasoning and arguments often
prevail, at times becoming absolutely dominant. @nce, however, is not what interests
Lawrence most in this novel: “What looks at fiigel a struggle to dominate, becomes
through the loss of self a moment of oblivion aedawal, issuing in new tenderness and
truth” (Kinkead-Weekes 336). Lawrence wants the lesss to fall on love and the changes
this feeling can bring to the characters, with warbeing the initiators of these changes. But
this is only one of the many reasons which demaiodas on the feminine presence in the
novel. What is unmistakable, and should most enigddbt be noted, is that the moulding of
the female characters is once more based on displgilLawrencian conception of the
world. Western civilization, as he saw it, was ba brink of destruction after World War I.
In Women in Lovewomen live and act as seers of the coming emd|gged prophetesses,

who may be oracles of doom, like Gudrun or Hermjameapostles of renewal, like Ursula.

Destruction and Rebirth: The Descent into the InnerSelf

The two sisters, Gudrun and Ursula Brangwen, caseba as representing conflicting
aspects of the Lawrencian myth. Gudrun revolts withpassionate heart and sharp intellect
of the restless, ever-inquiring woman who seeksvarsand refuses to accept a truth
unexamined. Ursula, on the other hand, represkatsternal mystical woman but also a new

hope. Having established a true communion withhindaten self, as we saw irhe Rainbow

92



she seeks the utmost consummation in the otheiextwo young women can look back on
two equally powerful female ancestors, namely,rthether Anna and their grandmother
Lydia. But of course they must go on to live thmin lives, use their own judgement and

come to terms with their contemporary, immediatelavo

Naturally, it is not only the two main femaleacacters in the novel that are in search for
fulfillment. Rupert Birkin has his counterpart irstiriend Gerald Crich, the other important
male character in the novel, the son of the looHllery owner, the man of industry and
power and embodiment of many qualities of the moderechanistic, mechanical life
Lawrence despises. Gerald, often cynical and negabout people and society, yet not
without hope for individuals and their relationships continually contrasted with Birkin,
who seems to have a more negative, at times rjhalistude towards all humankind, but is
still open to change and can finally abandon allgrevious negativity for the fuller, earthier,

joyful life, which Ursula represents and offershim.

Thus, Lawrence creates two pairs of charagtbs“are not only ‘in love’ — whether in
tender or aggressive ways — they are also poiseséroads between modes of deathliness
and possibilities of new life” (Kinkead-Weekes,rodduction xix). It is through the
employment of such antithetical forces that theehosflects the age’s feeling of disillusion
and anxiety, which Lawrence views hopefully asribeessary stage that always precedes
transformation and renewal. After all, the sucamssif destruction and rebirth is the natural
pattern of the life-cycle; and the idea of lightrigeborn from darkness is one Lawrence has
already dealt with in “The Crown,” the series of assays that Lawrence wrote in 1914-15

at the same time that he was busy withe Sisters.In “The Crown” Lawrence notes:
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Cry after cry as the light develops within the deags,
and mind is born, and the consciousness of thatlwiki
outside my own flesh and limbs, and the desiref@rlasting

life grows more insistentRDP 257)

It's in these essays that Lawrence elaborates eraphatically his theory about the marriage
of opposites which had first statedStudy “For it is as if life were a double cycle, of men
and women, facing opposite ways, travelling opgosiys, revolving upon each other”
(Study57). The continuous, repetitive cycle of life atehth, the two great opposites of life
itself, may also be observed in the constant mowirand out of the conscious self that the
Lawrencian heroine experiences, an experience wiltke a “descent” to the inner sanctum
of the psyche, “a process of learning to trustribglected or rejected parts of oneself”
(Andersons3) and which presupposes the destruction of timary, conventional self-

identity.

Up to now, Ursula constitutes the best exarmpthis process with her encounters with
the “darkness,” the world beyond, and her effartstay with the world of “light,” the known
world of consciousness. For Lawrence, these enecuntith the “other” dark self present the
knowledge “in the blood,” “the unknown bodily sélEawrence encourages man and woman
to search for this “dark self in the mysteriousytatith of the body” who is entrapped in“self-
conscious panoply”: “To be a man! To risk your baatyg your blood first, and then to risk
your mind” RDP217). In Jungian terms, our journey through lifa isontinuing process of
self-examination and growth which finally leaddrdividuationthrough a thorough
exploration of the dark sides of the unconsciouw{@&len 70-71). In hisModern Man In

Search of a Soyll933) Jung, referring to the problem of the modaan “who has lost all
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the metaphysical certainties of his medieval bngtaed set up in their place the ideals of
material security, general welfare and humaneneasggests a return to the psychic life (see
also Introduction): “At first we cannot see beydhd path that leads downward to dark and
hateful things — but no light or beauty will evemee from the man who cannot bear this
sight.” Going deep into one’s self, Jung recogsizannot but be a painful but also cathartic
and profoundly rewarding experience, a kind of aipn, which must precede rebirth: “Light
is always born of darkness, and the sun nevengetistill in heaven to satisfy man’s

longing or to still his fears"NIMSS235).

This symbolic descent to the hidden aspeth®telf is found in the various ancient
mythologies: Persephone’s abduction by Pluto, Quph@iltimately unsuccessful) journey to
Hades to win back Eurydice, the Homeric Nekyiat@move further east, the descent of
Inanna, the Sumerian goddess of sexual love,ifgrtihd warfare, to the netherworld, and
Ishtar’s ( her equivalent Babylonian deity) famgu&ckless journey to the land of No-
Return. The notion of descent in D.H. Lawrencettidn concerns both male and female
characters, but it is his women who are the priyats naturally gifted ones, able to acquire
something akin to the mystical status and poweth@tncient goddesses, and become the
guides leading their men through this mortally daogs, but necessary experience of the
destruction and rebirth of the self, to a new dreccand meaningful life. Ursula and Gudrun
become the guiding spirits in the lives of BirkimdaGerald, and come to define their
differing fates. But even secondary female charactich as Hermione Roddice, the
eccentric literary hostess who has a mutually usfyatg affair with Birkin before he takes
up with Ursula, are employed to demonstrate diffeespects of the feminine consciousness
and their varying influence on the male psyche. lesawe waxes poetic in his descriptions of

the women'’s encounters with the mysterious aspedtseir own selves, often in the
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proximity of nature, in breathtaking, “apocalypt®tenes that contain vivid and rich imagery

as well as lyrical language.

Gudrun’s Encounter with “The Dark”

Right from the first pages, Lawrence declares imncertain terms that the two sisters are
free spirits: they are introduced as “the sistéareemis rather than of HebeWL 8).

Nothing could be clearer: Artemis, the maiden hesgr chaste goddess of forests and hills,
and twin sister of Apollo, as opposed to Hebe Gloes’ placid cup-bearer and the celestial
wife given to Hercules. The independent-minded @Gugda young artist, recently returned
from sophisticated Chelsea to her home town irMittands coalfields, gives the same
impression of remoteness and alienation typicaho$t Lawrencian heroines who find
themselves in a new, strange environment and/owawksituations: “It was strange that she
could have chosen to come back and test the felttedf this shapeless, barren ugliness upon
herself.” Gudrun cannot explain the motives tlmahpelled her to return back to her home
town. She wanted to “submit” herself to this inezgble urge to obey to this inner drive. She
sees in her home town not reality, but “a ghoulegtiica of the real world” (11), feels
suffocated by the dark buildings with their grinmabitants, and lives among them “half-
dazed,” as if “she were treading in the air, quitstable” and “she was afraid.” Striking in
her “grass-green stockings, her large, grass-grelenir hat, her full, soft coat, of a strong
blue colour” (12), Gudrun feels she must find a paard is quite practical and direct in her
requirements: she is looking for “an attractiveiumbal with sufficient means” (8). Still,

despite this evidence of calculating coolnessehaotions, once awoken, are powerful.
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When she first meets Gerald, she experienc&eén paroxysm, a transport, as if she
had made some incredible discovery, known to noledsly on earth” (15). When she sees
him again at a wedding, she is so overwhelmedstmatrose sharply and went away” as “she
could not bear it. She wanted to be alone, to kttesvstrange, sharp inoculation that had
changed the whole temper of her blood” (22). Gudieems afraid of this new, exciting and
also erotic other. “She is not trusting to her alank self,” as Sheila MacLeod put it, and
this suggests a lack of trust in her own feminingy inability, or at least unwillingness, to
surrender to the deeper, uncontrollable part osk#y the very place where, according to
Lawrence, “the deep way of understanding” takesgp(®acLeod 105). Gudrun feels
uncomfortable when she has to come face to fadeheit deeper feminine self, and this, no
doubt, is feeding both the attraction and the amagic urge she feels for Gerald, the strong,
independent man of action. There are streaks &f oty and bitterness when she tells him:
“You are a man, you want to do a thing, you d& du haven’t thehousandobstacles a
woman has in front of her.” Here Gudrun directlyegtions the inhibitions and taboos,
imposed upon women from within as well as withéBut isn't it ridiculous, doesn’t it

simply prevent our living!” \VL 48).

Gudrun’s free spirit, more in tune with independe and logic, is constantly in conflict
with this deeper layer of the feminine psyche, Whsbe also possesses and which creeps in,
often in moments of ecstasy, in the presence ofrithgculine: Gerald on his horse, at first a
“picturesque” sight that can only elicit from her i@onic smile, turns almost immediately to
something that makes her stare at him with “spellral eyes” and feel a “poignant
dizziness” (111), when he brutally forces the hdessubmit to his will. Julian Moynahan
claims that Gudrun identifies with the mare andwis a masochistic pleasure from this

exhibition of male power (Moynahan 86). Keith Sagays that Gerald’s treatment of the
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mare reveals “his domineering will and almost sadsexual pride” (Sagar 80), while Mark
Kinkead-Weekes sees in this battle between theandrthe animal an allegory of “the
human ‘war’” “the battle between the sexes” (keakl-Weekes, Introduction xx).

Undoubtly the scene awakens Gudrun’s dark instiktgs mute fascination with Gerald’s
show of cruelty and her distaste at Ursula’s amgiti/to him to stop — “It was unendurable
that Ursula’s voice was so powerful and nakadfL(111) — reveal to her something new
about both human nature in general and her ownrspHrticular, that disconcerts her. Her
admiration for the “indomitable thighs of the blomén clenching the palpitating body of the
mare into pure control” {13) remains a secret hidden in her subconsci@usgparent
reaction being an aggressive, wordless sound: “@udried, in a strange, high voice, like a
gull, or like a witch screaming out from the siddlee road” (112). But Gudrun is not moved
by pity for the animal, or even simple common sdikseher sister who, beside herself with
anger, screams to Gerald: “No — ! No — ! Let herlgs her go, you fool, yotool — !”

(111). Ursula’s reaction to Gerald’s brutal behavicesembles that of Kate in the scene of
the bull fight inThe Plumed Serpenih both cases, it is the pure feminine instihett t
compels the heroines to react vigorously to thetaramiolence exercised by men. However
Gudrun — who does not lack feminine instinct orssetity — feels during this battle a higher
sensation, falling into a swoon, then a numbnée$isted by “the sense of indomitable soft
weight of the man” (113). This incident signifiesidBun’s entrance into the dark
subterranean world of instinct and the flesh, aldyavhich up to that moment she could only
ignore as her intellectual background and soplaitad character left no room for the feelings
springing directly from the body and the sensesvNbe feels that the dark, dusted colliery
district has a “thick, hot attraction in it,” thdhere was in the whole atmosphere, a resonance
of physical men, a glamorous thickness of laboudrmaleness, surcharged in the air” (115).

Suddenly, she wants to satisfy this sense of “tgiata which comes over her, and be among
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these people. Lawrence calls her a “new Daphne’rfiimph of Apollo) who, according to

the Greek myth, was turned into a laurel tree @deoto escape him. This modern nymph of
Lawrence, however, has turned into “a machine” JEt@l found her “boy” among the

worker of her town “like any other common lass.UdBun sees some divinity in the decay
around her, but these hopes and illusions do sbtdag. Soon she comes to see Palmer, her
new companion, as nothing more than an “elegacepa¢ machinery” (117), a cold,
destructive egoist who detests and despises otogriga Once more, Gudrun feels estranged,
and she feels the need to retreat from close ictmaath these people and her surroundings:
“She felt she was sinking into one mass with tls¢.'tf&ometimes she is filled with anger and
contempt, and feels “prepared for flight,” butrihbefore she sinks into despair, the “spell”

begins working again in “the darkish, glamorousrtog' (118).

This awakening of a deeper level of reactiohdpsurroundings continues in the
following chapter entitled “Sketch-Book.” The opegiscene has Gudrun sitting like a
“Buddhist” almost in a state of nirvana, starindgre water plants of “dark, lurid colours,”
rising “cool and fleshy,” “stiff and succulent” fino the “soft, oozy, watery mud.” She
experiences a connection with the natural secshts;could feel their turgid fleshy structure
as in a sensuous vision, she knew how they rosefdbhé mud, she knew how they thrust out
from themselves, how they stood stiff and succudggaiinst the air” (119). Endowed with this
new vision, Gudrun feels the sacred calling of@aleyond, but it is a calling coming from
the strange, subterranean world. The imagery harggpexplicitly at Gudrun’s connection
with these unknown, natural or supernatural fortasirence likens her to a Buddhist who
can hear the growing of the plants out of the nauchnnection which sets her apart from the
other two women of the story, the earthy, natunalulh and Hermione, the tortured, rejected

priestess. Soon she will realize that this is Angakhe cannot resist. It is her destiny to
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embrace this dark world, whatever the consequeiocé®r own self and those who will

follow her.

Gudrun has a deeply rooted need for union asation as well as destruction; a need
which is fundamentally a metaphysical one, a mgbticge not to be adequately translated
and explained in social or psychological terms. &mres dominion and is prepared to take
any necessary risk in order to have it. In the sagith the bullocks, Gudrun finds a chance

to demonstrate her weird, unearthy power:

Then in a sudden motion, she lifted her arms asted sheer

upon the long-horned bullocks, in shuddering irtagtuns, pausing

for a second and looking at them, then lifting hands and running
forward with a flash, till they ceased pawing greund, and gave away,

snorting with terror. (VL 169-70)

This is the wild instinctual side of Gudrun prevadl over her vital, female nature. Although
well aware of the causes of her alienation, anchémted by “this desolating, agonized
feeling, that she was outside of life1$5), she cannot help obeying this wild voice froen
unconscious, where mind and deep, primitive passmingle unchecked and create tremors
that come to the surface and shake from its foumasthe superstructure of her life. Thus,
Gudrun abandons herself to a wild dancing in fadrthe bullocks. Like another Cybele, the
nature goddess also known as the “Lady of the BgaStuidrun has a mysterious intimacy

with the animals:

Nevertheless Gudrun, with her arms outspread anfhbe
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uplifted, went in a strange, palpitating dance talsahe
cattle, lifting her body towards them as if in &kj...]

an uncanny white figure carried away in its owrt tagnce,
ebbing in strange fluctuations upon the cattlet, Weited,
and ducked their heads a little in sudden contracti

from her, watching all the time as if hypnotizetc{-8)

This mystical dance is reminiscent of pagan ritpa&idormed in pre-agricultural
communities, for which hunting of wild animals wiage major means of acquiring food.
There, “the hunter must learn to enter a primakdasf death with his prey, accepting that he
may as easily be killed as kiWoolger 99). Of course, Gudrun is not thinking $hin any
grave danger here, let alone a mortal one; sheoisfilent of some secret power in herself,
and had to put it to the testML 167). Indeed, she is confident enough of the dipoer

she possesses, to have no hesitation in coming tdase bullocks and nearly touching
them, compelled by “a terrible shiver of fear amebgure.” Gudrun here is undergoing her
first metamorphosis reminiscent of her mother’'samedrphosis when dancing pregnant in
front of the mirror TR170-171), oilJrsula’s frightening transformation when found aaat

the Lincolnshire beach with SkrebensHyr(@44). Like Ursula, she is possessed by a form of
divine madness, akin to ecstasy, a modern countespthe ancient Bacchae, the women-

followers of Dionysus — the Greek god who is oftiepicted as a bull.

Gerald stops this strange sacred ritual byingrthe animals away, much in the same
way that Will Brangwen, Gudrun’s father, had intgrted through his presence her mother’s
ecstatic dancing in front of the bedroom mirroridg her pregnancy. Women seem to

remain isolated in their sacredness while men lga@at difficulty in accommodating the
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sacred states of their chosen ones, let alonengihiem in their journeys to the shadowy
realm of the other. In the case of women, we caploly what Michael Bell has observed
about characters Women in Lovén general, that they “typically find their own palsive
acts to be the objects of alienated surprise.”fka who happen to be the spectators of
women’s “strange” behaviour lack the “reality cotitan which to place and understand
their needs and motivations, and consequently these actions at best as mysterious,
perhaps absurd, at worst as provocative and per(Bedl 103). But viewed as distant, weird
creatures, women acquire a sacred dimension. AsawanSons and Loverand inThe
Rainbow men who are attracted as well as repelled by steingeness invest them with
mysterious metaphysical qualities, a mysterioulsteselhich they feel they must surrender.
Although Gudrun possesses the stiff intellectualita modern woman, in the course of the
novel and particularly in relation to Gerald, Lawte endows her with the powerful but
shadowy personality of Hecate, the Greek chthfartdity goddess associated with
witchcraft and the dark side of the moon. She sdemast a spell on Gerald, confuse and

almost madden him with her contradicting nature.

Gerald: The Dark Goddess’ Companion

Gudrun is attracted to (and attracts) Gerald, a wiam very much like her, is also endowed
with perverse destructive tendencies: “they werthefsame kind, he and she, a sort of
diabolic freemasonry subsisted between them.”Wwaw, Gerald is condemned from the start:
Gudrun “knew, she had her power over him. Wheréwey met, they would be secretly
associated. And he would be helpless in the agsmtmith her. Her soul exulted” (122).
Throughout the novel, their relationship is moke la battle than a partnership, with

antagonism taking place not only on the surfaceatadt, more importantly, on the
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subterranean field where their dark selves mut figr supremacy and survival. Their
relation is a “diabolic” one as it springs from tti@rk energies of this unconscious self which
are untamed and unexplored and which come unexplgat¢o the surface of the “logical”

“conscious” self.

Gudrun also possesses the poisonous charBbaic hero. She is a woman fatal to
herself and to those close to her. Her victim, @Geia “magnetically” (120) drawn towards
her, and though immediately acknowledging her agdfagerous, hostile spirit” (122), he is
helplessly charmed, completely disregarding thetahdianger she poses, almost as if he is
deliberately seeking his own destruction. As Gudeaals Gerald to the predictable,
irresistible end, it is impossible not to thinkhdr as a classiemme fatale@r one in the long
line of victorious villains like Lovelace in Richdson’sClarissa(1747), who are simply
unable to resist their evil nature and will sedutrajn psychologically and finally kill their
victims. Gudrun has to satisfy her angry, hungmifenity in much the same way in which
Lovelace feels he “must possess Clarissa” in aaléreunite himself with the lost phallus,”
as Terry Eagleton has put it (Eagleton 58). Slieasaggressive female who seeks a male
able and willing to explore and bring out the insilbut hidden aspects of her soul, and
when it turns out he is not equal to the task,lablees out at him and derives genuine

pleasure from delivering her terrible punishmenti® defeated male.

Gerald confesses his love to Gudrun after bsingk — literally — by her, and in spite of
her declaration that she will strike — metaphohcalthe last blow too. Later, when they are
alone in the canoe, the man “gave himself [to Gofiua strange, electric submissiohVI(
176). He “was almost transfused, lapsed out fofiteetime in his life, into the things

around him. [...] Now he had let go, imperceptibb/was melting into oneness with the
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whole” (178). This voluntary submission to Gudrufémale power marks an important point
of departure for Gerald’s consciousness: what laengefor is not merely abandonment to the
feminine other, but abandonment to the possibilftytter, final destruction. The eerie
satisfaction he derives from closing in on deatth d&cay, two active elements which Gerald
feels always present in Gudrun’s difficult, destiue personality, exercise a huge attraction
to him: “It was as if he belonged naturally to diead catastrophe, as if he were himself
again” (179). Julian Moynahan sees Gerald as a ke destructive personality than
Gudrun, someone who actively spreads “his deadlite§&udrun and to his workmen before

he is finally disintegrated” (Moynahan 77).

Gerald and Gudrun are like a couple of darki@gipersonifying the death instinct.
Their presence in the novel stands for decay asgbtlition, perpetuating the feeling of
degradation expressed in and imposed by the Graat"&/frenzy of blind things dashing
themselves and each other to pieces,” as Lawrenewislly described in “The Crown”
(RDP259). Standing for “the triumph of death, of decasigon” (WL 388) in Lawrence’s

metaphysics, Gerald and Gudrun are doomed:

As they tread a more and more dangerous path teviiagedy,

their way of being in love steadily intensifies g&x war in which
one always dominates or uses the other; a warlbémd power,

and finally of survival as love turns to hate og thisson of defiance.

(Kinkead-Weekes 337)

Both Gudrun and Gerald are caught in a senseléagamsm, a fight between the sexes

which has not winners at the end, only losers. ft@inection is not the sacred, essential
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connection which a man and woman must have, butadmore complicated bond which
tends to be sadomasochistic: In the “Rabbit” cha@edrun finds herself “arrested with fury
at the mindlessness and the bestial stupidityhefanimal, and at the same time feeling a
“heavy cruelty” WL 240) welling up in her. This is strikingly similtw the “white-edged
wrath” Gerald feels coming up in him in his effastcapture the animal. Gudrun and Gerald
share an “underworld knowledge” (241), and theyhkaatknowledge in each other a “mutual
hellish recognition” (242). Both derive a sadigileasure from the terrified screams and the
frenzied struggle of the rabbit, a deep sensatideimg alive together: “he saw her eyes
black as night [...] The scream of the rabbit feg¢med to have torn the veil of her
consciousness. He looked at her, and the whitisbtree gleam in his face intensified” (241).
This tearing of “the veil of her consciousness’resents the literal apocalypse of dark

hidden depths which is at the heart of this novel.

In revisingThe Sisters llthe last draft ofThe Sistersn 1917, the year when the novel
got its final namé&Vomen in Love Lawrence intensified the dark emotions of thepte
aroused by the suffering of the animal, using aariesoteric language” which almost
“explores sado-masochism,” pointing out a secrdt@dangerous “obscenity” (Kinkead-
Weekes 396). It was probably in Cornwall that Lavees, interested in psychical research,
had immersed himself in reading works such as K¥inh's Language and the Infinit¢he
History of Magicby Eliphas Levi, J.M.Prysehe Apocalypse Unsealadd Madame
Blavatsky’'sThe Secret DoctrindHe discussed some of his new influences in arléit
David Eder: “Have you read Blavatskyd&cret Doctrin@ In many ways a bore, and not
quite real. Yet one can glean a marvelous lot fip@nlarge the understanding immensely”
(L iii. 150). One example of what Lawrence seemsateetgleaned from Blavatsky occurs

when Gerald responds to the sight of the red ggdsblimod the rabbit has caused in Gudrun’s
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arm, feeling his mind flooded with the “red ethétlee beyond.” As Kinkead-Weekes points

out, Lawrence must have “borrowed” the terms fromdisime Blavatsky:

In Blavatsky “ether” is a potency within us outwalfiich future
forms of being will evolve (hence a “beyond”), whibas been
present in creation from the beginning; and a nmadiu

(as Eliphas Levi wrote) through which “all the neuwg centres”

secretly communicate with one another. (Kinkead-keéee396)

Here, Gudrun and Gerald are the protagonists tblascene beyond” transported from

ordinary reality by the sight of the wound:

The long, shallow red rip seemed torn across his lorain,
tearing the surface of his ultimate consciousres#ng through
the for ever unconscious, unthinkable red ethén@beyond,

the obscene beyondM( 242)

This is the “erotic” territory, charted by Bataillhere “the delirium of the senses” brings
the human being “to the level of the beasEotism151).The startling “demonic” power of
the animal is reflected in “the sharp blindnessGefrald’'s eyes, and its surprising strength is

echoed in Gudrun’s “strange and vindictive” cWl(241).

This feeling of pleasure derived from infligjior feeling pain is dramatically presented
here. It is a feeling normally lurking deep in tiiaconscious,” in the “unthinkable red ether

of the beyond,” the forbidden city of the humangys; where Jungian analysts like E.C.
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Whitmont locate the primitive urges of aggressaaod destruction which have been expelled
from “civilized” human beings as both unnatural amdocial, the mortal enemies of rational

human co-existence:

The transformative Ereshkigal-Medusa dynamic is an
expression of the deepest mystery of the life foirce

which creation, destruction, change, and re-creatio

are but variations of a unitary process of form play of
form. The central life-play of the transformativndmism
carries a sense of inexorability. In the midsthef t

pain it inflicts, it instills its own peculiar e@dtc satisfaction.
It gives birth to the forces of the dark twin obDysus,
aggression and destruction, that were to be cadamthe

ancient sacrificial rites. (Whitmont 138)

It is interesting to notice here that Whitmont l@sathis urge of destruction “in the
transformative dimension of the Feminine which been repressed in the awareness of both
sexes” (139). Johann Bachofen, the German-Swisdaian, whom Whitmont cites, and
whose work Lawrence was familiar with (Green 83;84s among the first to contend that
the “Bacchic mania which Euripides portrays [...tasted in the depths of woman’s
emotional life” and discerns an “indissoluble boh&tween the two mighty forces of
“religious emotion and sensual desire” (Whitmon®LZudrun, | want to suggest, becomes
a manifestation of this relation between the sacekdious feeling and the destructive drive
of woman. She feels the call of the other selfeshher feminine instinct which draws her to

Gerald and which for Lawrence is religious and sdcOn the other hand, she cannot resist
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her dark nature, her negative Bacchic destrucoveefwhich Gerald acknowledges and to

which he is attracted.

In the chapter entitled “The Threshold,” Geraldl Gudrun share a powerful need, “the
subterranean desire,” to “let go, to fling awayrgtt@ng, and lapse into a sheer unrestraint,

brutal and licentious”:

Ah, if that which was unknown and suppressed inwexe

once let loose, what an orgiastic and satisfyirgnéit would be.
And she wanted it, she trembled slightly from tihexgmity of

the man, who stood just behind her, suggestitheofame black

licentiousness that rose in herseliVI( 287)

Gerald discovers in Gudrun his Jungian anima, gposite sex aspect of himself, but in his
case the “female otherness” does not represertaconith an earthy, rejuvenating female
psyche, but the archetypical Bacchic maenad, ¢albrEros and Thanatos. In contrast to
Will Brangwen and Skrebensky, who could not or wioubt risk the contact even with the
positive feminine other, interpreting it as altdgatevil, Gerald is not afraid of this dark side
of the feminine “otherness,” as he discovers thégd, hitherto hidden elements of his own
psyche. In Innsbruck, in winter, the couple “fetiyerful enough to leap over the confines of
life into the forbidden places, and back agaim”pointed contrast to Ursula and Birkin, who
find in each other comfort from the threateningtmass of the icy landscape, Gudrun and
Gerald thrive in the hostile environment: amid shew they become the “opposite poles of

one fierce energy” (399).
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Although in Gerald, Gudrun has found an equadiwerful partner and although she
admires his ability to dominate seeing in him ttrergg man, able to “re-organize the
industrial system” (417), she views his forcefidsauline presence as a threat to her own
independence, a power that could overwhelm andnisiminer: “She was aware of his
frightening, impending figure standing close behned [...] And she felt she could not bear
it anymore [...] she would fall down at his feet, gebng at his feet, and letting him destroy
her” (415). Gudrun rejects Gerald not because hecapable of understanding her otherness,
but out of fear that he may deprive her of her uaigtatus. As Sheila MacLeod puts it,
Gudrun “holds back in fear from the surrender &f $klf as subject” and consequently must
“postpone consummation” (MacLeod 111).Gudrun seéeksd consummation, but not in

the arms of a man:

She felt that there, over the strange, bliadjlle wall
of rocky snow, there in the navel of the mystic Mpamong
the final cluster of peaks, there, in the unfoldedel of it all,

was her consummation.

This is the culminating point of her union, notlwvihe male, but with “the eternal, infinite
silence, the sleeping, timeless, frozen centrellof By insisting on the ideal of perfect self-
sufficiency, Gudrun hardens into a figure unyietdand cruel who wishes to remain a
woman, whose female qualities ultimately turn Imo ia fierce destructive force. Gudrun’s
Hades is a frozen Hades, but also a poetic one‘dttange desire” to “plunge on and on, till
she came to the end of the valley of snoWL(410) is a death call to which she wants to

respond alone. She faces her inner darkness aegtadeer annihilating emotions bravely.
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Gerald: The Devouring Male

However, Lawrence never quite allows the readéoriget that Gudrun, as a woman, has
access to the fertile, positive feminine instingbjch holds her back from complete
abandonment to the forces of death and destruc@orihe continent, she feels “divorced”
and “debarred” from the icy beauty of the snow-ceddandscape/L 403), and envies the
simplicity shown by Ursula and Birkin. Although dantly associated with negative images,
Gudrun also shares with Ursula an appeal to thetigeeforces of life, and this effectively
preserves her value as a symbol of the feminined-nat just in Gerald’s eyes. She is by no
means a sterile figure, insensitive to other peoplihe positives around her. She feels
repelled by the “death” in old Mr. Crich’s eyesh&sadmired the self-possession and the
control of the dying man exceedingly. But she ledtthe death itself’ (286). She
acknowledges (and yearns for) Ursula’s serenitysatidsufficiency: “Gudrun listened, as
she sat beneath the trees, and the yearning camleenheart. Ursula seemed so peaceful
and sufficient unto herself, sitting there uncoassly crooning her song, strong and
unguestioned at the centre of her own universe3)18udrun is aware of the dangers
breeding in her proud, introverted and egotistizlre. She can well understand Ursula’s
earthiness and her ability to enjoy life, and fe#lshe more urgently the need to break
through beyond the limits of her personality. Thuss Gerald who becomes more of a
death-symbol, the character on whom Lawrence regdbaprojects the death and corruption

inherent in the brutal mechanistic world he repnese

Gerald personifies Gudrun’s dark aspects witlher healthy, creative ones. When he
runs to her after his father’'s death, it is herntpgsfemale power that he seeks, a power he

needs at that moment in order to be revived attergonear the shadow of death. Without
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consciously acknowledging this power, he instirelyiwearns for a union with it, and is
immediately conscious of its immense healing gueslit‘He felt himself dissolving and
sinking to rest in the bath of her living strendth.] He was a man again, strong and rounded
[...] And she, she was the great bath of life, heshigoped her. Mother and substance of all
life she was” (344). Gudrun has already found & pathose inner remedies, those forgotten,
yet enormous powers within. After the kiss with &drunder the bridge, when she first
experienced a loss into the powerful erotic “oth@udrun has started discovering the
tender, sensual, Aphrodisiac part of her feminiatire with which she had long lost contact.
Gerald becomes “the exquisite adventure, the d#sitanknown to her” (331), the male
against whom she would assert her femininity.ri¢imarkable that it is always Gerald who
seeks in Gudrun “the mystery of his own destrucéind annihilation” (446), who feels that
life sometimes could turn out to be “a curse” (2884 ultimately lacks the inner resources to
withstand the natural consequences of this cormugiere, Lawrence displays what Mark
Schorer considers “a new development in the wtitkat is the “theme of the victim who
invites the victimizer, the murderee who invites thurderer” (Spilka 51)instead of

wishing to rule and dominate, Gerald’s will her@wsh the desire to be dominated, even,
finally, to be annihilated. He repudiates the fdece, which Freud calls Eros and which
signifies the power which connects the human beiitig life. On the contrary he has an
inclination towards death, the Freudian Thanatbss hclination for Freud constitutes the
man’s “death wish,” his desire to return to “thenganic condition from which it arose”
(Torgovnick 15) and which Freud connects with the€anic,” that is with the return to the
“feminine” stage of existence, the place of themeos body. This wish for death reveals the
perverted will of the modern, mechanistic man goting the vital life instinct that naturally
resides within every individual human being. Gersdeks his destruction and chooses

Gudrun as his death-agent. Her omnipotence is etimed only in Gerald’s consciousness:
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she becomes the destructive female he was alwaynigg for, owing to his own incapacity
to love and acknowledge the fundamental, life-dsgpfemale qualities. What ought to be a
liberating new start, turns literally into a deale“Gudrun seems like the end, to mé/L(
439), he says to Birkin, before, like a latter dasnantic hero, he walks out into the
wilderness, to meet his own death. Gudrun for laer i acutely aware of the burden Gerald
imposed on her: “His passion was awful to her,eéearsd ghastly and impersonal, like a
destruction, ultimate” (444). Gerald looks very ke part of “the devouring male”: “You
break me — you only waste me” (443) Gudrun claitds.aspires to a completion of the self

that can only be achieved with her help:

Though she treated him with contempt, repeatedfiebu
and denials, still he would never be gone, sintéging

near her, even, he felt the quickening, the goanthfin him,
the release, the knowledge of his own limitatiod #re magic
of the promise, as well as the mystery of his owstaliction

and annihilation. (446)

Gerald feels the waste, the weariness caused bgdk®f a meaningful, creative life, and
wants Gudrun to cure him. But he fails to addresdrGn’s positive, creative aspects, and
thus nurtures their opposites. Instead of helpinigring out her rejuvenating qualities for
their mutual benefit, he raises in her the violeestructive Death deity that eventually kills

him.
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The Destructive, Feminine Other

The ever-presence of the destructive instinct eddsociation with the mystical feminine is
most clearly presented in the chapter titled “Wiarty.” In the beginning, Lawrence gives a

calm, idyllic description of the environment:

He [Gerald] was listening to the faint near sourids,
dropping of water-drops from the oar-blades, tighsl
drumming of the lanterns behind him, as they rubdgainst
one another, the occasional rustling of Gudruniisskirt,

an alien land noise. His mind was almost submergedyas
almost transfused, lapsed out for the first timaiglife,

into the things about himWL 178)

Gerald seems hypnotized by the soothing, serepetedf these little sounds (water, oars,
Gudrun’s skirt). However, the water, element o lfpermanent symbol of the eternal
feminine, is soon to become a strange, disquidtirge, independent from and indifferent,
even hostile to human life. There is a very clemafel to the incident iThe Rainbown

which Will Brangwen recklessly dives with little &lrla clinging on his shoulders, taking her
“down in the canal’'s deep wateTRR208). But whereas Will and Ursula emerged safeg,her
two young people, Gerald’s sister Diana and Dr é&lhare drowned. After diving into the
dark waters in a vain attempt to locate the bodisald — for the first time — loses himself in
the watery vastness and becomes suddenly awaieadkdevouring menace. His description
of it sounds calm and precise, but there is noakisg the dread beneath his words: “ ‘But

it's curious how much room there seems, a wholgarse under there; and as cold as hell,
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you're as helpless as if your head was cut ofiVL(184). For Will Brangwen, the leap into
the water, dangerous as it is, contains the pesgiement of bonding with his little daughter
and the consequent feeling of warmth and peacenBuater-party” there are no positives:
the water is a cold, lethal element that trapsdmogvns people. Ursula, fearless as a child in
The Rainbowis terrified here by “the loud splashing of wdtem out of the dark,” its “great
steady booming” as everything is “drawn and lostiti(185). Ursula does not belong to this

scene of death.

The water, which engulfs the dead bodies, hashthonic power of Thanatos. It is an
unrelenting, uncontrollable force which scaresdret forces her to turn her eyes to that other
eternal female deity, “the high, bland moon”(18%yd¢cover her courage. The moon, ancient
goddess of fertility and cold destruction, obseesentire scene “with faint luminosity”
(182), shining on Gerald’s white limbs, sending ‘herpertinent brightness” on “the small,
dark boats clustered on the water” (184). As in ynafrLawrence’s novels, the moon once
more stands as a mysterious body replete with psigaificance, enriching the more
mystical scenes, a constant companion to the hreso@xplorations of the hidden mysteries
of the self. Lawrence seems always to link the meh women and femininity, a
connection commonly found in the beliefs and legeoidorimitive tribes and ancient
civilizations, not only in Europe and the Near Easit also in North and South America,

Africa and the East as far as Australia and Polgn@g$arding 96).

In contrast to the wedding scenelime Rainbowvhere Ursula is found in the grip of the
mystical, transformative power of moon and wat&5)2 here, these two elements become
hostile for the woman. Ursula senses the preseindeath, and longs to escape, “to struggle

for her life” (WL 185) as any human being would. She acquires meearthier dimension
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which brings her closer to an ordinary woman. Thyfeaut this novel, Ursula is a less
mythicized figure than she had beermime Rainbowlt seems that now, after her numerous
encounters with her deeper self, Ursula has fousdam and self-knowledge. She appears
much more settled than Birkin and, not accidentaléwrence also uses her as his porte-
parole, the person who articulates the counterraegu to that of Birkin’s. Gudrun, on the
other hand, though “shocked and frightened” byaba&dent, is quite able to “put that away”
and concentrate on how she could “act her partider to “deport herself with Gerald”

(190).

Throughout this dread-inspiring, apocalypticregehe feminine is persistently
associated with the divine, the mysterious anditeally. After the lake is emptied and the
two corpses appear, the young woman “had her aghisround the neck of her male
companion, choking him: “She killed him,” said &&l” (189). The dark, feminine power,
though, is also preparing the rebirth to come. Wbhenb, which “is full of darkness,” is also
“flooded with the strange white light of eternitfRDP 255). The scene demonstrates the
widespread combination of destructive and benéfioraes which are also found personified
in many ancient goddesses: Isis, the Egyptian Maoddess of fertility and rebirth, Ishtar,
her Babylonian equivalent and Persephone and DemeBreece. All these powerful
deities were believed to bring about both deathrabdth. This concept of the life-death

cycle is never far from the surface in this noved & is explicitly stated by Birkin:

| do want to die from this life — and yet it is moreuth
life itself. One is delivered over like a nakedanf from
the womb, all the old defenses, and the old bodego

and new air around one, that has never been bokathe
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before WL 186).

For Lawrence, the end signals a new beginning aewersa: “Into the womb of the

primary darkness enters the ray of ultimate light] time is begotten, conceived, there is the
beginning of the end. And there, within the womle, npen upon the beginning, till we
become aware of the endRIDP 256). This womb, for Lawrence, is: “the womb of eua” --
probably the catastrophic era of the war generatiaich imprisons the human being in its

vast walls and from which the man waits to be debd (255).

“Water-Party’ends with the symbolic coming together of life aledth: The water is
drained from the pond while the moon “sank at 1é#ts the birds were whistling for the
first morning, and the hills at the back of thealate lake stood radiant with new mists, there
was a straggling procession up to Shortlands, reanry the bodies on a stretchei/i(
189). This scene is followed by another one in Whicsula, the messenger of life, is waiting
for Birkin. After the devastating loss, this womariove brings the promise of Eros, the
sensuality of the physical being. Ursula has fgkated and abandoned before, she has
known the dreadful bitterness of death, but shetl@#ner resources to preserve hope and
give herself wholeheartedly to the new day: “Eveiipiute, she glanced automatically at the

window. He [Birkin] would be there” (190).
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Hermione: The Hopeless Priestess

In contrast to both Ursula and Gudrun, and thetoanters with their other emotional self of
instinct and desire, Hermione Rodice’s positioastablished from the beginning and never
really changes throughout the novel. Hermione ikiBis mistress and like Gudrun, she is an
impressive, attractive but distant figure: “Peopkre silent when she passed, impressed,
roused, wanting to jeer, yet for some reason s#éh@/VL 15). Initially, she seems to have
exactly the same commanding presence Gudrun hiaspbn enough this facade of easy
assurance and self-confidence crumbles and we serithe “tortured,” feeling “herself
exposed to wounds and to mockery and to despite.alF her qualities, she is not whole;
there is something hollow behind her shiny armohictv has “a secret chink” (16). This
secret chink is her love for Birkin, a love whichgturned into a devastating passion that
weakens her self-possession and undermines hensoulence depicts her as a “violated
prophetess,” a prophetess who keeps “his [Birkiresprds and his oraclesPiologue492).
Modelled on Lawrence’s women acquaintances (matgline Morrel but also Jessie
Chambers and Helen Corke), her presence in thd segms necessary as Lawrence shows
through her depiction the extreme of mental consmness, intense spirituality and obstinate
will. She is “the apotheosis of civilization,” theithered priestess” of the novel (Kinkead-
Weekes 333).She lives her passion for Birkin eicstily, but it is not a healthy, creative
passion, springing from mutual love. It is a blistkrile feeling, alien to the natural life of the
soul, and thus a fatal, destructive force thatlmatruly quenched only by death. Like
Carlota, Don Ramon'’s first wife iihe Plumed Serpenwho is crushed under her violent
blind desire to “rescue” her husband from the “efatces to which he has surrendered,
Hermione never doubts her own beliefs or her judgdniShe lived in and by her own self-

esteem, conviction of her own rightness of sp(WL 109). She wants to save Birkin from
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real adversities, but also, crucially, from hims&bm what she sees as his irrational, childish

refusal to face facts. She speaks patronisinglytalion to Ursula:

And you see, Rupert isn't this [a sensitive mas]j3n’t. He is
frail in health and body, he needs great, greet. déhen he is
so changeable and unsure of himself — it requiregteatest

patience and understanding to help him. (295)

It is as if she is speaking about a difficult chiédher than the man she loves.

Hermione’s affair with Birkin is a degradingefor both of them. Birkin derives a
perverse pleasure from Hermione’s quasi-religiaasotion, which he finds both servile and
valueless: “And he jeered at her, at the spiritu@inan who waited at the tomb, in her
sandals and her mourning robes. He jeered at mablypknowing her secrets” (492). Like
Miriam in Sons and Lovenshom Paul rejects due to her “angelic” nature, Birejects
Hermione because of her inability to concretizefaaraleness and accept him as a male. She
in turn is tortured and maddened by Birkin’s digggng behaviour — as Miriam is with Paul
—and finally, in a fit of despair, attempts td kilm. Jennifer and Roger Woolger
characterize her as a caricature of goddess Atfvattaher false armor and obstinate will), a
desperate woman, whose “pain of exposure” is sat ghat she “retaliates with all the
deathly violence of the Medusa” (Woolger 87). TVRight shows how Lawrence alludes to

demonic, biblical figures in his depiction of her:

Hermione too suffers from a “bottomless pit of ifisiency,”

like that from which Satan emerges and back inteclwhe
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is cast in the Book of Revelation, her identity

being “established on the sand” like “the foolishnhin the
apocalyptic parable, whose house fell when “thedibbcame,
and the winds blew, and beat upon” it. She igueatly likened
to the fallen angels, with a look “which seemedigml, like

the angels, but which came from torture,” and ‘feee

of an almost demoniacal ecstatic.” (Wright 133)

Hermione thus appears as a pitiful figure, a wokhgprived of her true sacredness, a fallen
angel who has no identity. Her striking Birkin drethead with a stone of lapis lazuli is very
much a symbolic, not serious attempt to kill hitddes not deliver Hermione from her
suffering, nor does it shatter her illusions. Haira is that “spiritually, she was right"W(L
106). Hermione’s private casuistry cannot of coulisginish the significance of her action.
As Nigel Kelsey perceptively notes, this is an@aespair, a gesture of rebellion that
signifies a desperate effort on the woman’s paexjaress her emotions, the exasperation of
her thwarted love and the sudden end of her perggvélermione “articulates the language
of her escape and ultimate freedom, physicallywvaiticbut verbal utterance” (Kelsey 151).
Like Gudrun’s dancing in front of the bullocks, whipuzzled Gerald, this semiotic language
that women repeatedly employ, which is a dramatppsrt of “the voice of the conscious,”
becomes in the novel what Roland Barthes callesbaitlect,” which “reassures all the
subjectanside rejects and offends thoeatsidé (Barthes 122)This language becomes for
women a language of reassurance and in many cdisésnath the sacred otherness. It
springs from the body, undermining all rules, amémpowering enough to signify a “re-
entering” (Kelsey 150) into the social realm omterthat differ radically from those of the

dominant male logos. This body-language can alsagigeessive as in Hermione’s case.
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Like the mythical Medea, who killed her childrenrewenge her husband’s betrayal,
Hermione’s passion is expressed symbolically thinatings desperate gesture, which reveals
her frustration towards a man who rebukes her |bleg.tragedy is even more intense as this
effort to punish him for his cruelty is without et Birkin's behaviour does not change and

Hermione is left alone with her unsatisfied wishes.

Hermione is shown to be incapable of understaneither the true motives of her
actions, or their deeper significance. She disaatgscherself “from the language of the lapis
lazuli (her other), from the struggles of the Brarg sisters and finally from Birkin himself”
(Kelsey 151). She is a lost soul, clinging to thelé consolation of conventional values and
her own reason. She prefers to preserve her cedtgelf-image, even though this keeps her
alienated from her real, spontaneous self andtiseatoot of many of her sufferings. As with
Mrs Ingram inThe RainbowLawrence portrays her as a woman who lacks tbpatesacred

force which would help her to find fulfillment.

In the chapter “Woman to Woman,” Ursula confsoHermione in a clash that
Lawrence describes as a battle between “the wdtideoextant consciousness” and the
“purely emotional” WL 292) other. Hermione has lost all contact withihaeer self and has
effectively become “a priestess without religioa,inere “leaf upon a dying tree” (293). She
thinks that the best way to win Birkin’s love is ggrving him faithfully with the devotion of
a true priestess. This is the “sortsoibmissiorhe [Birkin] insists on” (294) she says, but it is
precisely what Ursula dreads in marriage, andnuostiely recoils from. Hermione is not
blind to the suffering this necessarily entailst, sle is masochistically determined to accept
it: “And one must be willing to suffer — willing teuffer for him hourly, daily” (296). This

may or may not be love, but even if it is, it iseokind that is nourishing neither of them: it is
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patronizing, suffocating and ultimately uselesse ‘Shrrender Hermione offers, even yearns
for, is the very opposite of “the sure stabilitytbé unyielding female” for which man looks,
as Lawrence insists in tl8tudy of Thomas Hard$4). The real female that Hermione
(correctly) acknowledges in Ursula is what Lawrehaés as the true feminine woman who
will “possess” and “fertilize” man’s soubfudy53). Hermione has “betrayed herself as a
woman” (WL 295), remaining egoistic and sterile until the endfocated by her vain

intellectualism.

Ursula, after a long, painful journey towasadf-knowledge, is now in a position to
recognize the wounded nature of a woman unabletmder and reconcile herself with her
Aphrodisiac nature, her erotic other self which bargiven to a man unconditionally. Her
(unspoken) verdict about the failure of Hermionelationship with Birkin is revealing of
both women’s character: “You don’t give him a worsdove, you give him an ideal love,
and that is why he reacts away from you.” The agpuily heroic submission of Hermione is
the result of her rejection of instinct and impulge separation from which has rendered her
an “untrue spectre of a woman” (297). Unlike Gudrtine other intellectual female character
in the novel, Hermione is completely unaware o$ @ilienation. She never doubts the
correctness of her choices, thoughts and actioren Ehough Gudrun acknowledges that
“she [Hermione] is not a fool” and prefers her camypto that of a woman “who keeps to her
own set’(51), Hermione can never be her equal. She lacksu@igdperceptiveness, the
richness of her experience, her determinationytéotknow and live with and through a man.
Like Gudrun, Hermione envies Ursula’s “unconscipasitivity,” (293) while despising her
as “purely emotional” (292). Hermione’s envy of Ullss however, does not change her; it
does not enable her to review her relationshijpp¢onorld or to achieve peace of mind and

openness of soul.
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Ursula: The Daughter of Aphrodite

Lawrence maintains a carefully calibrated balaretevben the doomed, destructive
characters of Hermione, Gudrun and Gerald, ancetbbSlrsula and Birkin, by depicting the
latter couple — especially Ursula — as a beacdropé and rebirth. Ursula is a fictional
daughter of Aphrodite who moves away from both Gadand Hermione, who become dark
figures with a worn out female impulse, the darkglgers of Persephone. Lawrence
believed that “any novel of importance has a pugpemce “every novelist who amounts to
anything has a philosophyS{udy155) and Ursula is there precisely to presenta part of
his metaphysics: she is the character who intessand “corrects” Birkin-Lawrence’s
uncertainties and pessimism. Birkin's pessimisigwg are illuminated, undermined and at

times reinforced through Ursula’s wise and timelterventions.

During her first encounter with Birkin, Ursulghallenged and overwhelmed, tries to
solve “her own problems in the light of his word®VL 43). But she is already familiar with
her “sensual” role, the suspension of her “volitiand the “lapse into unknowingness”
which Birkin advocates. Tellingly, it is not hisads that move her but his “great physical
attractiveness”; “a curious hidden richness, tlaate through his thinness and his pallor like
another voice, conveying another knowledge of hiwas in the curves of his brows and his
chin, rich, fine, exquisite curves, the powerfuabty of life itself” (44). She is drawn to him
in the sensual, inexplicable, mysterious way olusgéattraction, living in reality what Birkin
can only approach through words. Even when it camegords, Ursula is not at a loss. She
always finds prompt and apposite answers to Biskpgssimistic pronouncements on
humanity and its future: “And if you don’t believe love, whatdo you believe in?’ she

asked, mocking. ‘Simply in the end of the world @ndss?’” Her spontaneous, pointed, often
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satirical retorts do not provoke any antagonisneneas she stands firm, refusing to be
browbeaten by Birkin’s frequent jeremiads. It's tleeé young woman but the over-serious
man who is made to feel silly: he “was beginnindeel a fool” and this happens soon after

his first verbal encounters with Ursula. (129).

Birkin is not offended though by Ursula’s arism. He is impressed. “He saw her face
strangely enkindled [...] His soul was arrested/ander. She was enkindled in her own
living fire.” In Birkin’s eyes, Ursula gets a diwenstatus: “She sat like a strange queen, almost
supernatural in her glowing smiling richness.” Birkesponds to Ursula’s positive feminine
other, in contrast to Gerald, who is attracted log@n’s negative otherness. Birkin is there
to be captured by Ursula’s earthy, female warmtieuit resisting. He senses his coming
“defeat” by her feminine wisdom: “A strange, wickgellow light shone at him in her eyes.
He hesitated, baffled, withdrawing” (130). SooregfBirkin is ready to surrender. In this
final version of the novel (revised in1917, but lshed in 1920) Lawrence — aided by works
which further clarified his metaphysidsdok! We Have Come Throughlit the Gates”) —
“made cogent use of Ursula to pin down Birkin'sete$” (Kinkead-Weekes 391). Her
criticism is sharper than it had beenTine Sisters llbringing out in Birkin “a life potential
despite his nihilism.” Lawrence further evaluates toncept of the “way of the stars” as it
was conceived ihook! We Have Come Throughfidtusing now on the ideas of two stars in
‘permanent orbit and equilibrium’- symbolizing hamdividual independence could be
reconciled, in lovers, with absolute commitment GBodding— ” (392). Birkin and Ursula
seem to incarnate this ultimate union of two inchej@t minds which find one another in

perfect balance, the “equilibrium” which allows thealthiest union between the two sexes.
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In the chapter titled “Sunday Evening,” Ursulacharacteristically, in an echo of
Birkin's dark, pessimistic moods, sinks into metida on the joy of death. Initially it is
startling that Lawrence chooses Ursula, of all pedp express such thoughts about man,
humanity and death. It seems that this is an ure@geeturn to Ursula’s dark Persephonic
impulses inherited by her grandmother Lydid e Rainbowln this passage froM/omen in
Love Ursula feels the need to surrender to the unknewd sees death as the kingdom
beyond, where “humanity is put to scoriWI( 193), a secure refuge from the evils of a
joyless, sterile life among the people. For hatitois “a joy,” a submission “to that which is
greater than the known,” and thus it signifies “‘thee unknown.” Death is preferable to
living “mechanized” and “cut off from within the mion of the will.” Her argument carries
far more conviction than the ones regularly offdogdBirkin, whose contempt for humanity
and her pessimistic tendencies seem to stem phmidmot exclusively, from his own
unresolved uncertainties and problems. Ursula @arstend reality and sink into the
underworld of her unconscious: “her thoughts ddift@o unconsciousness, she sat as if
asleep beside the fire.”"She soon experiences afulaausea of dissolution set in within the
body” (192). This is a process that signifies thieim of the privileged female to the rich,
reliable realm of her instincts and the vital unwith her other, hitherto oppressed, silent
self. The first significant result of this process profound alienation from the world
outside, and a need to stay in the solitary, faghtg but revealing and rewarding realm of

the inner underworld.

When Birkin arrives, he can sense a sort oéfgje” in the woman, a change which
however had endowed her with a magical glow: “Big was separate from him. She
remained apart, in a kind of brightness” (194).ulashas a divine aura in the eyes of the man

after her descent into her dark self. Even morgkiBs arrival interrupts this plunge into the
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unknown, and this not unexpected, yet sudden iatgion provokes in the woman a brief
spurt of hatred for the intruder: “When he was gongula felt a poignant hatred of him that
all her brain seemed turned into a sharp crystéhefhatred” (197). Ursula’s perception of
the world constantly changes. Her flexible, acceptemale mind is alert (and responsive) to
all aspects of life, positive and negative, to tiueaas well as destructive powers. Her
character is the concretization of one of the npa@occupations of the novel, what Emile
Delavenay defined as “the affirmation of the myisteof life [which] goes hand in hand with
a perverse delight in the idea of death” (Delave3@3-4). However, Ursula’s death wish is
not destructive; it is by no means a wish for ailation. She does not wish to nullify her life,
she just wants a better one. Her occasional pessimsiamply counter-balanced by her life-
affirming, life-giving qualities; her deep longirigr partnership and passion never abandons
her. InWomen in Lové&rsula is more of an Aphrodite: The questioningpghretess o he
Rainbowgives place to a sensual woman full of life ene&jykin’s obstinate, pessimistic,
dogmatic response to the world annoys her, andssia always willing to put up with his
wearying sermons of doom. Yet, he can also teachiinthe “Mino” chapter, Ursula
interprets the male cat’s attack on the female stsaightforward manifestation of “bossy”
male attitudesWL 150). And whereas in the original episode Birkiported the “male
privacy,” in the 1917 version Lawrence has Birkedl Ursula more about the natural roles of
the sexes and the pure, holy “stable equilibriumiadnich life is based. On the other hand,
Birkin abandons the gender hierarchy and “graspsdea of love in a way that will free it
from chauvinism” (Kinkead-Weekes 392). But Ursidanever a passive recipient of his
instruction. The chapter ends with her caustic cemision his “star- theory”: “You don’t

fully believe yourself what you are saying. You daeally want this conjunction, otherwise

you wouldn't talk so much about it, you'd get i’®V{ 153). If Birkin’s gift to Ursula is to
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make her realize and experience a different kindwg, Ursula’s arguably greater one is to

make Birkin understand the vanity of his sterilegpmism.

Syria-Dea

Ursula is never entirely convinced by Birkin’s angents about love, and her personality,
though greatly enhanced through her relationship him, remains fundamentally
unchanged. On the contrary, by the end of the n@mKin is totally transformed, a new man
and fully aware of his change: “How could he sayhen he was something new and
unknown, not himself at all? This ‘I’, this old foula of the ego, was a dead lettéNL(

369). This transformation is not a painless onekiBihas to fight hard against the tough,
obstinate, old self of his. His angst is vividlyadratized in the “Moony” chapter, in which
Ursula, in another pessimistic fit, repudiates hoityaacknowledging only its destructive
impulses: “the tide of nothingness rising highed argher” (244). Feeling a “terrible desire
for pure love” (245), she takes a walk to the woofdg/illey Green where, by the full pond
and under the full moon, she sees Birkin cursirdjtanowing stones at the reflection of the
moon, ancient symbol of Cybele, the “accurSgda Ded as he angrily calls herd46). The
legend was that in the temple of Cybele in Phryihies, goddess of violent sexuality was
served by eunuch priests, men who had sacrifiogid ¥irility to her, and Birkin feels that in
order to establish a genuine connection with tha@r@e he has to surrender something of
himself, he must sacrifice, like Cybele’s priegtart of his masculinity, and is both unwilling

and afraid to submit to this mental and psycholalggenasculation.
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Birkin displays here something of the fear tihat male Brangwens ifhe Rainbowelt
for their female partners. He is repelled by thev@oof the moon-Cybele and Ursula is
metamorphosized in his fantasy to a ruthless gadd&ee stands as a representative of the
eternal feminine power to which Birkin is reluctaotyield, but hesitates. Birkin’s mad
stoning of the moonlight is an overwhelming sight Ursula: “her mind was all gone. She
felt she had fallen to the ground and was spillet] lke water on the earth” but she

gradually recovers as the image of the moon refamithe subsiding surface of the pond:

they were coming once more into being. Graduaky t
fragments caught together, re-united, heaving,inggk
dancing, falling back as in panic, but working theay
home again persistently [...] until a ragged rosdistorted,
rayed moon was shaking upon the waters agairsedas,

renewed.

Birkin is incapable of destroying the magic, femimipower which the moon represents. In
this mystical scene, the feminine power takes digalimensions emerging as a universal,
undaunted threat strong enough to overcome the masittance. However, when asked by
Ursula “Why should you hate the moon?” he declthes he does: “Was it hate?’ he said”
(248). What Ursula mistakenly, though not unreabbnanterprets as hate is actually pure
frustration, originating from the realization howam he needs her and how much of himself
he must give up to her: “There is a golden lighyo,” says Birkin “which | wish you would

give me” (249).
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It is interesting to note here that in thetfirersion of this scene, Birkin, persisting in his
obstinate attitude, asks Ursula to accept him dsdder” (Kinkead-Weekes 393). In 1917,
Lawrence replaces this demand of Birkin with thsidethat both lovers surpass their egos
and be together in true companionship (392). Btdlula cannot understand the true necessity
behind Birkin’s words, and views this as anothehisfattempts to make her submit: “You
don’t want to serveneand yet you want me to serve you. It is so oneeSi@d/L 249). But
Birkin's conception of “service,” in this particulaase at least, is not as simple or egotistical

as that:

‘It is different,” he said. ‘The two kinds of seca are so
different. | serve you in another way — not throyghrself —
somewhere else. But | want us to be together withothering
ourselves — to be really together becausane¢ogether,

as if it were a phenomenon, not a thing we havadmtain

by our own effort.” (249-50)

Birkin now becomes the ideal Lawrencian man whoéwfhe] seeks a woman in love, or in
positive desire, he seeks a union, he seeks arwnation of himself with that which is not
himself, light with dark, dark with light’'RDP 283). In such a mystical marriage, Birkin
seeks complete union with the opposing but compheang “other,” the effective fusion of
the masculine and the feminine. His decision toryndrsula comes with the overwhelming
urgency and force of a sudden realization: “He nagkther to marry him. They must marry
at once, and so make a definite pledge, entemimntefinite communion. [...] There was no
moment to spare’ WL 254). It is anothehieros gamosa sacred union of the masculine and

feminine principles (Harding 134) recast in Lawnanderms. Ursula, however, continues to
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demand from Birkin a conventional avowal of hisdpand in the end, for all his deft,
amused manoeuvres, she extracts it from him: “Do seally love me?’ [...] ‘Yes, | do. |
love you, and | know it's final.” (251). Lawrencewrote this scene in 1917 largely from
Ursula’s point of view. Whereas in the original sedJrsula burst into tears at Birkin’s
insistence on choosing a life with her, now shé/fskénses Birkin'®thernesdrying
simultaneously to discover the meaning behind Biskwords about the impersonality of the
relationships (Kinkead-Weekes 392). In the erdssured by this confession of his love,
Ursula becomes again the vivacious, sensual Apterot8he clung nearer to him. He held
her close, and kissed her softly, gently [...] Tacbatent in bliss, without desire or insistence
anywhere, this was heavenW( 252). Ursula triumphs. She is clearly portrayethasideal
young woman who dares to identify with her real &sself, and unite with her man, not on
any false terms imposed on her, but on the etéen@dle principles as Lawrence understood
them: “Man must render himself up to her. [...] beh beher manutterly, and she in return

would be his humble slave — whether he wanted miodt (265).

Ursula and “The Phallic Consciousness”

The chapter “Excurse” is most revealing of Lawreénteliefs regarding the mysteries of the
mystical union between man and woman. Here, a prafonutual understanding between
Birkin and Ursula, an understanding beyond wornds|lly comes to full bloom. J.M.Pryse’s
The Apocalypse Unsealsdems to have provideéwrence with a new language to expand

his metaphysics focusing now on a non-Western ngadi

Do you know the physical — physiological — intetpt®ns of the

esoteric doctrine?- thehakrasand dualism in experience? The
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devils won't tell one anything, fully. Perhaps thegn’t understand
themselves — the occultists — what they are talliogut, or what
their esotericism really means. But, probablythe physiological
interpretation, they do — and won't tell. Yet oralger enough.

Did you get Pryse’&pocalypse Unseal@dL iii. 150)

The secrets of ancient Indian neurology and tha aféhe cosmic energy that Pryse explains
in his book give Lawrence the idea of energy tlat$ between the lovers and “produces
that passing away into oblivion and reawakening iessential new being,’ that is the
essence of ‘true and creative sexual relationshigre satisfying than any ‘genital experience

can be’ ” (Kinkead-Weekes 395).

Lawrence gives the relationship between Bidad Ursula a religious dimension.
Ursula, fair daughter of man, recognizes in Birtire of the sons of God and is carried away
by the strange mystery of his life motion, swepthwy great “dark flood of electric passion”
flowing down his thighs. “It was a dark fire of etacity that rushed from him to her, and
flooded them both with rich peace, satisfactioWl(313-14). Ursula accedes to the “phallic”
power of Birkin’s body, and he becomes her perfplallic’ companion. In his essay “On

Being a Man,” (1924) Lawrence attempts to explhia tphallic” self:

It is the self which darkly inhabits our blood dmshe, and

for which the ithyphallus is but a symbol. Thisfsehich lives
darkly in my blood and bone is najter ego, Imy other self, the
homunculus, the second one of the Kabiri, the seodthe Twins,

the Gemini. And the sacred black stone at Mecaastéor this: the
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dark self that dwells in the blood of a man and @foman. Phallic

if you like. (RDP 216)

In this quotation Lawrence brings together mucthefvocabulary gleaned in his reading on
ancient religions and their symbolism. Here, hengfo the Kabiri, also mentioned in
Blavatsky’s bookThe Secret Doctringand later in Jung’Bhychology of the Unconscigus
as well as to the sacred stone of Mecca which washipped long before the time of
Mohammed RDP411-12). InWomen in LovidJrsula and Birkin are clearly in search of this
phallic self. Ursula caresses the loins and thfgtre which the male vital energy springs,
and is convinced that “there was no source dedaerthe phallic sourcetL 314), “the

dark self” of a man and a woman which is to bealisced through the senses and the body.

Lawrence has often been criticized by femirgstsh as Simone de Beauvoir and Kate
Millett for identifying the sexual with the phalli&ate Millett has attacked Lawrence for
using “the penis alone” as “responsible for genegadll the vital forces in the world”
(Millett 398). However, we need to see how the evig reference to the phallic power here
might not constitute an attempt to privilege mastyl. As Hilary Simpson points out in
D.H. Lawrence and Feminisrhawrence often uses the word “phallic” as “thenbglic
nexus of a multitude of possible relationships’hiSson 133). IMThe Plumed Serperthe
phallus is used as “a religious symboRPS135) while inLady’s Chatterley’s Loveliit is
described as “the connecting link between the iwers [of the male and the female[’GL
325), and a symbol of “a new blood-contact, a neweh, and a new marriage [...] the true
phallic marriage” (328). IwWomen in LoveUrsula acknowledges in the strange fountains of
the “phallic” the deep source of life, a mystic govto which she freely abandons herself.

Julia Kristeva talks about the power of the syndfdhe Phallus in a similar way: “Indeed,
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what is called a Phallus is precisely that co-presef sexuality and thought that defines our
human condition — we are neither pure biologicadmmal body nor pure mind, but the
conjuction of drives and meaning, their mutual temssacreé tension!"HS59). For Kristeva,
the phallic power is a power not exclusively coriadavith the male but with the life
potential. It represents the symbolic order, theoof thought and of society. Women, it is
true, feel less comfortably in this order thantien. They experience a sortdgtachment
which for Julia Kristeva is “the very mark of fenmity [and] stems from our [the women’s]
immersion in Being and sensible femaleness.” Hamewomen “accede to it [the phallic]

only to better learn their way around its omnipa&n60).

Ursula’s acceptance of Birkin’'s mystic, phakicergy, | suggest, can be linked with the
notion of the “asocial sociability” that Kristevakamowledges in the distance the woman can
adopt from the symbolic order of society and whicimgs her closer to a “prelanguage” state
(59), the maternal state: the woman places thelli®¥/ord” in doubt via “the Minoan-
Mycenaneahintimacy of the sensible,” and this constitutesrae path to atheism,” atheism
defined by Kristeva as “the resorption of the sddnto the tenderness of the connection to
the other. And that sober and modest atheism rehdbe maternal.” This may help to
explain why Ursula dissociates herself from “thdest she is obliged to belong to. She does
not recognize any sort of “powers” defined by thaersocial rule, and she responds to the
realities of life with her heart, senses and irginwhich define “the maternal.” This
detachment from the phallic rule allows her to agpfate the mysticism and strangeness of
the other, the real divine phallic. Ursula is tivinlg example of the “feminine faith [which
identifies] with the crucible of mysticism than wia dogma” ES60) as her familiarity with

this inner mystical world and her unproblematicegatance of it does not cause her fear or

! Freud used the term to denote the matriarchaéstaging the early times of the ancient Greek iziation.
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doubt, for she has entered this forbidden realhoagdand times before in her encounters with

herself, nature and men.

Of course, Birkin in this case stops short of bdime prejudiced, dogmatic, quasi-religious
male voice of the kind exemplified by Don RamorCagpriano inThe Plumed Serper®n
the contrary, he becomes part of the sacred emdrgg, as he gradually discovers it through
his passionate encounter with Ursula, the repratieatof the ultimate truth of life. Ursula
never betrays her Aphrodite, and submits to Biskjphallic, male energy from which “came
the floods of ineffable darkness and ineffable e&hWL 314). She approaches the male

emblem of mystic power and strength symbolicallyhessource of life energy.

In total contrast to Ursula, her sister Gudraderstands the “phallic” in its symbolic
meaning as related to male social dominance, tdglyof mindless male arrogance and a
conservative, sterile social order: “ — These mwéth their eternal jobs — and their eternal
mills of God that keep on grinding at nothing!” 8464). Gudrun cannot understand the
cosmic, numinous nature with which Lawrence ingyé¢isé “phallic,” seeing it as the life

energy that brings the two sexes together:

Suddenly the deep centres of the sexual conscissisne
rouse to their spontaneous activity. Suddenly thexeleep
circuit established between me and the woman. Suyltlee
sea of blood which is me heaves and rushes tovtlaedsea of
blood which is her. There is a moment of pure ifvital crisis

and contact of blood.
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This excerpt fronfantasia of the Unconscio($922),written immediately after the
publication ofWomen In Lovepresents a useful glimpse of the theory Lawrdrackalready
successfully dramatized in this chapter of the hawvamely, that the numinous nature of the
sexual contact is experienced by both man and wasanmetaphysical experience, as “the
strange flash of electric transmutation [which]gessthrough the blood of the man and the
blood of the woman”KU 174). According to Lawrence, this is the only tkiewledge

which is in firm opposition to the scientific, mestistic knowledge that is based on
measurable, quantifiable phenomena. It is alsdiaflvehich will be dramatized in his novels
to come where he describes powerful scenes ofyodiitact between the two sexes. Itis a
contact which is revealing not just for men, buttigalarly for women, who discover their

hidden, forgotten femaleness through the feelingros.

In Birkin’s body Ursula discovers a truth “grknown as a palpable revelation of living
otherness.” Ursula palpitates with real life, shel$ the mystery of existence through the
body, in “the reality of that which can never beotum, vital, sensual reality that can never be
transmuted into mind contentML 320). Charles Burack examines the allusions tolGree
and Egyptian forms of consciousness Lawrence matkihgs point of his description of

Birkin:

His arms and breasts and his head were roundelivaryllike

those of the Greek, he had not the unawakenedlstraims of

the Egyptian, nor the sealed, slumbering head nfb&nt intelligence
played secondarily above his pure Egyptian conaéatr in

darkness. (318)
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Charles Burack believes that Lawrence developmalgied version of the “chakras,”
(exemplified as well in PryseBhe Apocalypse Unsealgthe body’s centres of energy and
consciousness in the Hindu system of yoga. “ThepEgy consciousness corresponds to the
first three chakras (sacrum, genitals, navel) Gheek consciousness to the last four (heart,
throat, forehead, crown).” He points out how Lawae, using a “yogic discourse,” depicts

“a free flow of energy” between Birkin and Ursulthe chosen” couple, something that he
never even suggests in the sexual encounters he@e®ld and his female partners (Burack
121). This yogic theory, according to Burack, caosts the “quasi-scientific” framework
which is used to explain human consciousness aiwhdn the novel (92). It also anticipates
later theories concerning the sacredness of the &iod the senses and their connection to the

religious consciousness.

Ursula is always willing to follow the numingusiraculous road of the unconscious, a
road which finally leads to Lawrence/Birkin’s desir“star equilibrium.” It is her
comprehensiveness and ability to perceive a difteextra-sensory reality that makes her
Lawrence’s spokesperson of the vital truths: witrsmlf-important sermonizing, without
pretense, instinctively yet methodically, she sh&kin the way to reconcile himself with
his long-forgotten natural self and achieve a nidiie. Through Ursula’s receptive
awareness of this other world, generally supprebgadodern social conventions and habits,
Lawrence dramatizes the end of an old epoch andaiméeng of a new, as in the original
apocalypse, the Book of Revelation, elaboratinguftemeously his metaphysics, which is
here adapted to human experience, manifesting moce that “the novelist shows us what

‘really’ is the case more effectively than the tloggan” (TL 120).
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Chapter Four

The Lost Girland the Journey to the Semiotic Other

In the years after 1912 until his death in 193Qytemce led a nomadic life, travelling first to
Germany and lItaly, then farther east to Ceylon/mnstralia, America and Mexico and back

to Europe, paying only two short visits to Engla@de reason was his health problems, more
real than he himself was ready to admit. He hadigver, other, no less serious motives for
this incessant travelling, such as his dissatigfaatith England, his wish to escape from
what he saw as a sick, repressive, overly ratisti@ind materialistic Northern European
civilization and his desire to experience othetungs and climates, where, he believed, a

better way of life was to be found, based on hgaittktinct rather than failing intellect.

It was in Lago di Cardia in Italy that Lawrerstarted writinglhe Lost Girlin November
1912, the same period he was workingltie Sistersthe long novel which eventually was to
split in two and becom&he RainbovandWomen in Loverhe Lost Girlwas abandoned,
taken up again and finally completed after the Gvéar. The initial title of the novel had
beenElsa Culverwell Lawrence had used the setting of a Cullens fahelknew at
Eastwood, whose conditions resembled the condittdAdvina’s family in The Lost Girl
Later, in February of 1913, Lawrence changed theHisa Culverwellto The Insurrection
of Mrs Houghtormoving towards a deeper exploration of the hefsiradationship to her
lover and trying as well to experiment with newnfigr. “an historical novel, a first- person
narrative by the central character, a dialect p(&hkead-Weekes 66). Lawrence sounded

enthusiastic with this new work of his. However,deeided to get on witlhhe Sisterand
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left “Mrs Houghton” aside until 1920, when he reted to it under the new titlEhe Lost

Girl. A different Lawrence now after the war experiengigth changed, more radical views
on sex and marriage (“how we hang on to the maercige! Doubt if it's really a way out”),
he created the portrait of a “terrifying” Alvinah'e questing soul” who “moves toward
reunion with the dark half of humanityt {ii.521). Alvina, the young heroine of the novd, i
eager to be transformed and liberated and thisdrepihrough the sexual relationship which
Lawrence explores here as a return to the deepmdar&ness of the psyche, a symbolic
journey to the “semiotic” other side. Her willingggeto undergo this experience turns Alvina
into another sacred feminine figure: she becomegsraan who is not afraid to face and
merge with the mysterious aspects of her femingylpe. It is a confrontation that all

Lawrencian heroines face until they discover theie womanhood.

From the “Symbolic” England to the “Semiotic” Italy

More than half the action dfhe Lost Girltakes place in an industrial English setting, the
drab environment of Woodhouse and Manchester Haugemly realistic world. This first
part of the novel depicts the failure of the modedustrial world to deliver the happiness it
promises: its hypocrisy and false pretenses canleatl to frustration, alienation and

ultimately despair.

As stated in more detail in the Introductiaat Julia Kristeva calls the “semiotic,” is the
disorganized, prelinguistic flux of movements, gess, sounds and rhythms felt by the child
during the earliest, pre-Oedipal stage, a flonngbulses that centres on the mother. In the
“symbolic” stage that follows this semiotic, matdibecomes regulated and logical,

following a more “masculine order” of things. Therh “symbolic” applies to the world
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described in the first part of the novel which ahrces the oppressive, numbing discourse of
rationalism as represented by industrialism andhazation. The term “semiotic” applies

to the second part of the novel where the plot mawdtaly, the land of the subconscious, the
land of feelings and emotions where Alvina finds diger self which was long repressed by
the masculine, “symbolic” order and reason. Th@ps from England to South Europe and
later other, increasingly exotic places was for texvwee a real quest, a long journey in search
of the land of the unconscious where feeling amdgition prevail over the rationalism that

had so obviously failed Europe. Using these Krigteterms, it could be said that what
Lawrence sought and occasionally discovered in safiti@ose places, was the semiotic
condition of the human mind, the state in whichges senses and impulses dominate rather
than reason and intellect, which comprise the syimboder. In her journey to the south,
Alvina undergoes a “maternal phase” again: her @onsness collapses and the boundaries
between the real and the imaginary dissolve. Likewly-born infant, she perceives the

world through her senses: the smells of naturetahehing of flowers, the echoes of old,
heroic civilizations which arouse her heart and memCarried there by his own passion and
the strength of Frieda’s love, Lawrence found i $sbuth enough evidence to strengthen his
theories and sustain his search for this otherdbald truly deliver on the promise of

fulfilment and wholeness.

Alvina Houghton, like Lawrence, leaves the intarable sickness of England and is carried
away to Italy, the land of light and the unconssiahe feminine place ¢d bella figurg
where she discovers her true womanhood, new pergpeon life and a new maturity
beyond anything she had been taught. Again, thé wiythe ancient Greek goddess
Persephone, the pretty daughter of Demeter, whaceyisired by Pluto, the king of Hades,

and carried to the underworld to be his queerelevant here. Alvina is captured by Ciccio, a
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modern Italian outsider, and taken to his distanysterious land. In the novel, this journey
functions as a metaphor for Alvina’s descent ih® tnknown depths of her psyche, which is
the necessary condition for rebirth. She finds\a mkentity, or perhaps more precisely, she
rediscovers her true one — her repressed selfhwbrcll the signs of its presence had
hitherto been unable to emerge in its positivengsk. It requires a severance, the known
descent to the underworld of the psyche, which $hicdlly stands for the death of her old

self, in order to achieve her rebirth to a new amass and a new life.

Lawrence’s traveloguBwilight in Italy (1916), written at about the same time, is a work
closely related tdhe Lost Gid the latter seems to illustrate and dramatize whdescribed
and stated in the former. There are arguably twim i@mes in the novel: how Lawrence’s
fascination with ancient people and their mysteimésrms his account of Alvina’s
metaphorical journey into the unconscious, and ewere crucially, how the narrative,
especially in the second part of the novel, knowitha Italian section, seems to be
essentially feminine in both tone and style. Hesyrence develops a rich, fluid language,
far more so than ever before, which brings immetiyab mind the later term “écriture
feminine,” and the semiotic language of the bodgrédver, he makes extensive use of
archetypes, symbols and mythological material Jnrggian way, in a bold and generally
successful attempt to reconcile conscious and wswoms material. The combined result is a
striking display of the heroine’s transformatiordahe organic relation of the female to the

sacred and mysterious world of the other.

Lawrence turns to both myth and history, blagdn his own ideas on religion,
particularly Christianity, and advocates with passite eloquence the life of instincts and the

flesh, as lived by people of other, more primitfizawrence refers a lot to the Etruscans and
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Egyptians) yet far wiser and healthier civilizaspa life now generally forsaken by the
modern industrialist culture which has arrogantrgrhrown natural life and distorted human
sensibility. Industrialism and its consequencesstaniety is constantly deprecated in both
Twilight in ItalyandThe Lost Gir “It is the hideous rawness of the world of médg t
horrible, desolating harshness of the advanceeointiustrial world upon the world of nature
that is so painful” Tl 214). InThe Lost Gir] Lawrence criticizes a number of specific
modern inventions and institutions, among thencthema for the way it promotes
emotional sterility and thus accentuates the delnuration of society: “The film is only
pictures [...] And pictures don’t have any feeliraggrt from their own feelings: | mean the
feelings of the people who watch them. [...] Andtth why they like them”{LG 116).
Lawrence considers the industrial man as the slaweodern times, living divided from the
real human self of feeling and intuition. His oplgwer is the surrogate power of the

machine.

Man and Woman: The Meeting of the Opposites

As in most of his novels, and more emphaticallizaaly’s Chatterley’s Lovetawrence
celebrates once more the holy union of man and woadach, for him, is the answer to the
human existential anxietffwilight in Italy where Lawrence gives his first impressions of
Italy, scarcely has a plot to speak of. But the looseatiaer provides Lawrence with an
excellent opportunity to expound his philosophy deti/e deeper into the themes of the
relationship between man and woman, the naturattandrtificial, the industrial and the
organic, the Finite and the Infinite. It is the amiof these antithetical pairs that the soul

requires, as Lawrence stated in “The Crown,” thignaite union being that of the male and
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the female which brings about the desirable “consation,” the final completeness of the

human beingRDP 265-6).

What Lawrence baldly statesTmilight in Italy, is deftly dramatized ifthe Lost Girl
Without being the story of a metaphysical searchtie self, the narrative dthe Lost Girl
faithfully reflects Lawrence’s dualistic philosophgnd examines closely his concept of the
male-female opposition: “The masculine, active,smous principle opposed to the feminine,
passive, unconscious principle” (Hough 225). The tentral characters in the novel,

Ciccio and Alvina are two very different beingyrfr radically different cultural

backgrounds and individual life experiences, braugbether under unlikely circumstances
beyond either’s design or conscious control. Thet fimpression readers are given of Ciccio
is not really flattering. Superficially at leasg looks a rather low character. But beneath the
unconvincing surface, he is a true fictional Lavaiean man. Like most of the exotic male
characters in Lawrence, he is dark, dominant aoddstonscious. He represents the
uncultivated, untamed, primitive and instinctualved life. Alvina responds intuitively to

this dark outsider — a positive sign, as Lawrena@ys puts his trust on the female intuition:
the woman for him is “that other limitless countrgs Hélene Cixous put it, “where the
repressed manage to survive: women, or as Hoffmenuhd say, fairies” NFF 250).

Lawrence might have never realized the woman'siogido her environment or to her
sexuality the way modern French theorists have domethe result remains the same: Alvina
emerges as a strong, resilient personality, in weamehow “the repressed [feelings] have
managed to survive.” She holds her place as ampertkent-minded woman in the oppressive
environment of her home, hostile to anything un@mtnal where crude, cruel rules are
ruthlessly enforced and each person has one,yidefined role to perform, with all rights

reserved for “sense” and “reason.” Alvina breaksaduhe silence imposed on her, dares to
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speak of her dreams and wishes, and acts out wiltesitation or guilt her desire to live and
feel pleasure. Through her, Lawrence explores dindlict between the self and the others,
and the two different lands she lives in, England laly, which reflect the conflict between

two fundamentally opposite visions of life.

Lawrence has many names for the metaphysicgt ahthe sexes as we have seen: the
Holy Ghost, the Crown, the Rose or the Rainbowsetes the sexual experience as a central
one in human life and a necessary condition natfprshealthy individual lives, but for
healthy societies. And it is mostly based on theetion between opposites, for difference
between the two sexes is essential, since thes e fundamentally complementary. But
Alvina’s relation with Ciccio also reflects this ppsition in more literal terms. There is little
rational reason to expect that this relationshilb suicceed. It is a relationship that depends
on their also being social opposites (beyond tineiversal opposition as male and female)
and grows on this antitheses. Socially speakingardic love, based on socially constructed
personality and fineness of feeling, is predictallyarded with suspicion. This is the point
“where the new fiction parted company with the gldinkead-Weekes 575) namelne
RainbowandWomen in Lovievhere the complexities of love between the two ses¢he
central theme. Ciccio and Alvina meet in the colgjlish climate, and their relationship,
though intense is also often antagonistic. Everwiduen sensuality of the Mediterranean does
not turn them into anything like typical romantweérs. Ciccio and Alvina never live a
romantic idyll — they do not want to. The sexuditinct that brings them together is raw and
powerful, neither refined nor calculated. It is gremal, primitive nature of their attraction
which makes the experience apocalyptic, disreggrdinsocial differences and comes to

mark Alvina’s entire life.
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Alvina and the “Symbolic” England

Lawrence’s description of the local society in whyoung Alvina lives is succint, precise,

and ironic:

Here we are then: a vast substratum of collietsick

sprinkling of trades people intermingled with small

employers of labour and diversified by elementatyos!

masters and non-conformist clergy; a high layevafk-managers,
rich millers and well-to-do ironmasters, episcogatgy and

the managers of collieries: then the rich and gtatierry of the

local coal-owner glistening over alllG 1)

This middle class stratum which Lawrence preseats bonstitutes the core of bourgeois
society, a society generally characterized by hgipp@nd denial, and all too ready to judge
by the narrow and rigid standards of a false resjpdity. Mr Houghton and his failing
finances, Alvina Houghton and her shocking, uncampsing lifestyle are equally
interesting subjects for gleeful and rather malisigossip. This is something Alvina can
immediately sense and deeply resents: “she hdedelin the same way, something of an
outcast because of the man at her side. An outastiglad to be an outcast [...] The bridge
between her and them was established forever.’halmakes plain her view of the little
commercial city of Woodhouse. She is disgustechbypiettiness and overall silliness of the
people and their pathetic attempts at individuaitg social prestige: “She knew them all.
She knew Lizzie Bates’ fox furs, and Fanny Cloudité& costume, and Mrs Smitham’s

winged hat. She knew them all” (215). Alvina, likewrence, is trapped in this world of

143



intellectual vacuity and emotional sterility, quis that Lawrence considers typical of the
whole English middle class that centres its lifeuend money and the machine, the high
priests of Mammon. Here Lawrence sides with “th@essed of cultureNFF 248), as
Cixous called the late twentieth century womanshgwing the oppressor in this first,
“symbolic” part of the novel, adopting a more ttazhally “male” style of writing, neat and
linear, that keeps close to conventional syntataut significant deviations from the
established orthodoxy of the realist narrativés b writing style which, as we shall see,

comes in sharp contrast with the style of the séctialian” part of the novel.

Lawrence begins the novel with a descriptionvdnchester House, the place that lies at
the centre of this sterile world where Alvina waisught up. The name carries clear echoes
of Victorian ambition and commercial prosperitye thatter long gone, the former still
lingering beyond reason. Its imposing presenceeseag a symbol of the failed hopes and the
deadening dreariness that casts its shadow upamhible community. It was a building
actually meant to be quite “a monument,” with btulniture of solid mahoganyLG 3), a
grandiose mausoleum for many lost souls. The petgris James Houghton, Alvina’s father,
a man with “a taste for elegant conversation anrdait literature and elegant Christianity”
(2). His wildly optimistic and utterly impracticabture inevitably leads him to a series of
disasters, as he experiments with a variety ofrpnges: he speculates with a mine, a hotel
and a music hall, all businesses that end in fidurd at the end he dies bankrupt. But in his
life, throughout his ambitious entreprenurial carér Houghton remains a patriarchal
figure — very much like the CrichesWomen in Love whose dreams and aspirations,
strengths and weaknesses are those of the indisstciaty. He is also tainted with a fault all
too common in his type: aspirations to aristocrgtece and elegance combined with the

selfishness, obstinacy and downright heartlessoiets® oppressor: “He was a tyrant to his

144



shop girls. No French marquis in a Dickens noveladdave been more elegant and raffiné
and heartless.” And “they submitted to him” (4)sKkelfish and obstinate character causes
the degradation of his wife, who is a virtual prisoin her husband’s palace of fear: “But the
poor, secluded little woman, must have climbed ith & heavy heatrt, to lie and face the
gloomy Bastille of mahogany, the great cupboardosfip, or to turn wearily sideways to the
great cheval mirror.” After Alvina’s birth “his waf was left alone with her baby and the built-
in furniture. She developed heart disease, asudt @aervous repression” (3-4). Mrs
Houghton thus provides Alvina, not only with anatbause for sorrow, but also with the
grim cautionary tale of a woman who languishestesmaway and finally dies of misery and
grief in the bleak environment of Manchester Ho@&®e is the victim of her husband’s
corrupt, inhuman values, an alienated femininerégunable to help herself or others and
can only add to the misery of that unhappy plackiacrease the loneliness of her young

daughter, who finds a mother substitute in her goess, Miss Frost.

Miss Frost and Miss Pinnegar are the other impbfEmales in the Houghton household.
Frost and Pinnegar: ice and vinegar are the defielements of Manchester House, suggests
Lawrence with a wry pun. Miss Pinnegar is Mr. Hotagis trusted employee, manageress of
the work girls and later his housekeeper. Thesean@dhe feminine characters around
Alvina. Lawrence provides clear and thorough padraf them, carefully delineating their
personalities as well as their functions: bothstreng women, bastions of social convention,
and Alvina feels a special devotion to each onesNfinnegar has “pale grey eyes, and a
padding step, and a soft voice, and almost purgl&eks” (12). She is a very competent
woman, hard working, truthful, reliable and eveeg®nt in Mr. Houghton’s affairs. Miss
Frost is “a vigorous young woman of about thirtysgeof age, with grey-white hair and gold

rimmed spectacles” (6). “She was steering the poanestic ship of Manchester house,
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illuminating its dark rooms with her own sure, @i presence” (7). These two women are
depicted by Lawrence as two decent and likable lewrctzaracters. Miss Frost in particular is
a real protectress, not only of young Alvina, the whole Manchester House, a powerful and
energetic vestal deity, an Hera, the ancient Gneetectress of family, respected even by the
rough colliers who regard her as a real lady “érethere was one” (11). But there is also
another side to their benevolent steadying prese&xlastair Niven, for one, calls them the
guardians of “the proper dullness” (Niven 120).sTtmay appear harsh, but what they defend
is a dead end of misery and sterility. Alvina isrs¢o suffocate in this house of anaemic
hopes and seething fears. Although emotionallyectodVliss Frost, who has stood by her

like a true mother, she is also aware of the sgflimitations she imposes upon her, how her
love and care ultimately serve to deny her lifee 8hs the courage to wish her dead,
symbolically speaking: “Time for Miss Frost to dighe, Alvina, who loved her as no one
else would ever love her, with that love which gtethe core of the universe, knew that it
was time for her darling to be folded, oh, so geatid softly, into immortality” TLG 36).

Miss Frost is the unquestioning guardian of a dabmerld from which Alvina knows she
must escape if she is ever to reclaim life. Evethagressure to conform is maintained, the
deformed moral principles of the world Miss Frostdaiss Pinnegar so bravely defend give
Alvina ground to stand and the power to resistfatidw her heart, free of the need to justify
herself to those who attempt to force their inadggudeals, anxieties and sentiments on all

and sundry.
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Alvina’s Duality: The Devil Who Needs to Escape

The initial description of Alvina’s appearance ihdpter Il raises the possibility that
Lawrence aims for once at the depiction of an aogebtotype: “a slim girl, rather
distinguished in appearance, with a slender face$he was ladylike [...] In the street her
walk had a delicate, lingering motion, her facekl still.” This first impression of a
conventional maiden is immediately disrupted byrtheslation of features which reveal
hidden, less conventional aspects of her chard&at:there was an odd, derisive look at the
back of her eyes, a look of old knowledge and @e#ite derision. She herself was
unconscious of it. But it was there. And this itsiwperhaps, that scared away the young men”
(TLG 21). Then, not unnaturally, she has at least orsculiae characteristic, revealing
something that has to do with character rather #ppearance: “And her voice had a curious
bronze like resonance that acted straight on theeseof her hearers” (23). These
contradictory elements in her character reflectctaplexity of her mental and
psychological world which would attract people dtidferent susceptibility,” like the

“darkie” man who was Alvina’s first fiancée, and ialn provoke mixed emotions in the
people surrounding her, even to the person clésdstr. Miss Frost, who “rared and tended
her lamb, her dove,” is shocked to see “the lamgnapwolf’'s mouth, to hear the dove utter
the wild cackle of a daw, or a magpie, a strangmdmf derision” (21). Under the
appearance of “the chaste Beatrice” there is hidttenroaring lioness”’Fhoenix 11537), the

aggressive female who needs to and shall brealofrakimposed restrictions.

This inexplicable, inarticulate but not quitreet side of Alvina is inevitably the most
interesting aspect of her personality. And it is tipparently contradictory depiction of hers

that reveals an authorial intention. Of course leawe is not interested in delineating a
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hideous woman with an angelic profile — althouglthia first chapter the reader might be
inclined to think so — but an independent womaih \great physical presence and energy,
but also the inner resources to wrest control ofifeeand change it. Her aggressiveness,
disliked and misunderstood by her surroundinganisxpression of the urge to feel and taste
what life really is. Her female heart is the maiaans used by Lawrence to move the plot
forward. There would be no story to tell, or atseiawould be a very different one, if Alvina
was not the kind of person who is prepared to adbepdecisions of her instinct, or rather, as
the narrator says, “being sufficiently a woman, gige’t decide anything. Sheasher own
fate” (34). To identify thoroughly and unreservediigh the instinctual self and follow its
dictates resolutely is, according to Lawrence naiféne talent. The woman becomes her own
fate, and the obedience to this unpredictable fdroth sensual and mystic, does not
diminish her, but on the contrary, it is the vergkimg of her identity, one that is free from

conventional social constraints and leads to theration and fulfilment in life.

Alvina is full of spirit as well as heart, bodfithem in the right proportion to lead her to
action and adventure. She may appear to act “lika@,” that is, with independence of mind,
determination and little apparent regard for theseguences, but the rejection of her social
environment and its values is done on purely fen@rterms. She knows she is unhappy as
she is and senses with unmistakable clarity thempigzhead: “I can’t stay here all my life
[...] I know | can't. | can’t bear it. | simply canliear it. | am buried alive — simply buried
alive” (28). There is great anger in her words, dgb a tremendous force, the will to live life
fully, a will which for Lawrence is sacred. Andshthe spontaneous force of “moving on,”
is what carries her away from all that her surrongsi represent. In the beginning, Alvina
often appears contrary, perverse, even deliberdieigg with evil. She cannot understand

her attraction to her first tutor: “She was quitieesshe did not love him. But out of a certain
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perversity, she wanted to go” (25). She enjoysrgyiith men while being very critical of
them, and gets indignant with the rules that thaidant sense of social propriety imposes
upon women. These impulses may well be partly ddeustration, but nothing really can
explain them fully. What the omniscient narratdiecd by way of explanation of her
behaviour is that “some little devil sat in herds® (29), the familiar devil spirit, as we shall
see, of Daphne ifithe Ladybirdor of Mrs Witt and Lou irSt.Mawt, which fuels the female
energy turning these characters into real adverstumethe search for their womanhood.
Alvina’s animal vitality, her earthiness and hepeaal to the other, mystic self of hers free her
from the burden of conforming to the demands of@aging civilization and reveal to her the

possibility of another way, more instinctual andmianeous, more true to real life.

The apparent duality in Alvina’s character,iadly striking, quickly diminishes in
significance as the story progresses, and it besatear that the defining characteristic of
her personality is no internal struggle, but thistexce of this passionate part of her which
emerges and is finally established as a powerfdllcaeative force in her development. When
Alvina is venturing to test the limits of the sdaanventions and the tolerance in her social
milieu, the reader is aware, not only of her demreevolt and escape this circumscribed
environment by any means necessary, but also ahtdemitable will to realize her own
individuality by following her own instinct, the deon inside herherdemon. For Lawrence,
as we have seen, this demon is one that savesdivedual and as such his presence is a
blessing. It is this sacred demon who leads Alwintne realization of the inhuman
strangeness of her environment and to better krdgelef her own inner self. Alvina
understands enough of the unbridgeable rift betveersocially constructed personality and
the impersonai forces which inhabit and essentrally her: “She could not do as she liked.

There was an inflexible fate within her, which sedfner ends” (38).
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The appearance of the Natcha-Kee-Tawara trangeCiccio brings Alvina into immediate
contact with the mysterious “out of doors” life amehphasizes the difference between the
instinctual energy that characterizes the groufgsaind the trivial rationality of her world.
The passage to this second section of the bookiked by significant changes in the tone
and style of the writing, as Alvina gradually abansd the “symbolic” English environment
and moves into the “semiotic,” the world where sgiog), emotion and instinct are the
paramount values. The entrance of Ciccio into Adigrlife signals the transition of the novel
from the first “English” part to the second, thecaled “Italian” one. Knowing that the
Italian section was written long after the firdteathe war, it can be argued that this
transition is abrupt, arbitrary and unconvincingableast that the structure is overtly
schematic. However, the two-part structure reprssaccurately the sharp contrast between
the two vastly different worlds: on one side, cwidustrial England, on the other, warm rural
Italy. The difference between the two parts isact fdramatically justified, even necessary.
After the anatomy of melancholy that is essentitily English section, it is there, in the
Italian one, that the reader can find the posi@ieies that Lawrence really wants to
communicate. The difference in style, in other vgoid not just an accidental product of the
different time of writing, but an integral part thfe novel’'s meaning. Here, Lawrencian
ideology is given fictional substance, as the wgtbecomes more interesting and generating,

an invigorating sense of a reality beyond every-ggyerience.

In this transitional section, Lawrence makeseaasingly clear Alvina’s attraction to a
more intuitive way of life. What in a negative cext appeared as willfully perverse
behaviour, here becomes something altogether eiffexs this pent up energy at last has the

opportunity to result in positive action. Alvinares the Indian group and she takes the new
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Kishwe name “Allaye.” The name with the apparemiusg innuendo anticipates her sexual
awakening in Ciccio’s embrace. Her first sexualezignce is rather brutal, with Ciccio
exulting over his accomplishment, and makes Alve® like one of the “old sacred
prostitutes” TLG 288). Alvina “submits” to her mystical attractioorfCiccio. By giving
herself to him she becomes la@erodouli, a humble servant of the sacred divinity she
acknowledges in Ciccio’s presence. Symbolicallyind embraces the other without fear
abandoning her conscious will as her “questing soal[es] towards discovery of its darker

dimension” (Kinkead-Weekes 576).

Alvina expresses admiration for the artists’ugrdrom the beginning: artists, she thinks,
are “odd, extraneous creatures,” “eccentric” witlstaeak of imagination”TLG 119). They
seem to live on a separate sphere and “in an anfetage,” but still they are “much of a type:
a little frosty, a little flea-bitten as a ruledifferent to ordinary morality, and philosophical
even if irritable” (118). This is all a little todose to the romantic stereotype of the artist, but
Alvina is sincere and serious in her view of th&he experiences a vivid sensation, an actual
feeling of life being lived in their free, unpolisth manners that differentiate them from
common people who, Alvina thinks, can only feekfpus of the things thartistesdo,
because they could never do them themselves” (Bl readily invests them with a magical
aura and sees art romantically as the ultimatetioegaf reality and logic, the expression of
gladness of life and of sensuality. The artistsspes an animalistic, impulsive power — this is
what attracts Alvina to Ciccio — and their appaiemsponsibility and immaturity shows
them to be close to the unconscious way of lifé iaot subject to the stupid rules and
stifling control of others, but open to the uncotied celebratory Dionysian element. These

artists, who live in a parallel world of naturakeasy like modern followers of Dionysus, the
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inspirer of ritual madness, seduce Alvina with thigihyrambic siren song that wakes her

true inner nature and calls her to the deep datsn@here the vital force of life is found.

Alvina finds the same exotic charm in the grofiplavvies that she and Mr. May meet in

Knarborough Road:

There was an outlawed look about them as they swung
along the pavement — some of them; and there was a
certain lurking set of the head which rather fregted

her because it fascinated her. There was onedafigy
fellow with a red face and fair hair, who lookedifdse had

fronted the seas and the arctic sun. (117)

She sees in the faces of the Navvies a certainiimagge significance. Their experience of
the wide world is printed in their physical chagettics and carried into the world of
commonplace reality alters it. This is an importealization and from now on, Alvina
seems determined to look for and discover in eiretance of life the vital undercurrent

which tempts her to seek and finally join the mystiherness of human existence.
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The Semiotic and the Evidence of Language: Lawrentse“Ecriture Feminine”

The descriptions in the second section of the nexkibit an unrivalled lyricism. The
language is fluid and expressive, warm and seresualing a strong sense of femininity (as
defined by Cixous). It is not the only time thatlrance employs a discourse with such
characteristics. Ifwilight in Italy, but also in his last novekady Chatterley’s Lover

instances oécriture feminineare also numerous and easily identifiable in himae of

words, images and rhythms of the language as welathings he dwells upon. These
features are constantly repeated e Lost Girland their employment is no accident. It
represents a release within the text from rigidst@ints; the vibrant colours and sound recall
the richness of life not as a human construct but matural phenomenon, and the flights
from linearity hint unmistakably at the instinctif@ce that lies beneath the surface of things,
far more important and true than a mere processiometiculously ordered characters and
events. For Lawrence, it is his desire to distisgand describe the essential, rather than an
interest in formal experimentation for its own sakake for example, this excerpt from

Twilight in Italy which describes a dance Lawrence attended dursngdy there:

From the soft bricks of the floor the red ochreerosa thin

cloud of dust, making hazy the shadowy dancersthies

musicians [...] making a music that came quicker gundker,

making a dance that grew swifter and more intemsge subtle,

the men seeming to fly and to implicate othergjes inter-

rhythmic dance into the women, the women driftind palpitating

as if their souls shook and resounded to a brdezenmas subtly rushing

upon them, through them; the men worked their their thighs
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swifter, more vividly, the music came to an almiosblerable climax,
there was a moment when the dance passed intcsagsasn, the men
caught up the women and swung them from the dagpt with them
for a second,[...] taking perfect, oh, exquisitégle in every inter-
related movement, a rhythm within a rhythm, [...]wlirag nearer to a
climax, nearer till, oh, there was the surpassit@hd swing of the
women; when the woman’s body seemed like a bdatlibver the
powerful exquisite wave of the man’s body, perfémt,a moment, and
then once more the slow, intense, nearer movenig¢hé @aance began,

always nearer, nearer, always to a more perfetigli (Tl 168)

This continuously, quick-flowing paragraph — witlh@ single full-stop in a passage of more
than four hundred words — is full of repetitionsclamations and adjectives which describes
the dance, not by providing a multitude of spediiétails, but by giving a powerful
impression of the dance’s ethos and rhythms, bgdrio reproduce in words its kinetic and
musical excitement. At the same time, it providg®ad long account of the author's own
sensations, above all his palpable physical ex@tendancers, narrator and author invite the
reader to join in rather than coolly contemplat significance of ritual in rural societies.
Although Lawrence never defined his firm and avowadoose of renewing the novel (as
modernist experimentation does, for example), sstances of “writing to the moment” are
abundant in his work consciously challenging tlaglitronal relationship between text and

reader.

Though never a practitioner of feminine self-©tousness, Lawrence here opposes what

he sees as the degeneration of modern Westernisgclkegy advocating and employing the
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language of instinct and emotion, for these aretwha make people rediscover not just the
value, but indeed the holiness of the heart’s &ffas and reclaim life. This is a mode of
writing that owes something to the late nineteeathtury New Woman'’s fiction. Moreover,
Lawrence anticipates here, ad ey Chatterley’s Loverwhat the French feminist theorists
Héléne Cixous and Luce Irigaray would aadkiture femininelluding to the right (or
obligation?) of the woman to write from “her bodysing the pre-symbolic, “semiotic” fluid
language of a pre-Oedipal stage: As Cixous pittig,a language which sweeps syntax away
and keeps going “without ever inscribing or discegrcontours” NFF 259), a language

springing from the female body abolishing the rdésonventional, masculine writing.

| do not mean to suggest that Lawrence’s esigagt with feminine ways of expression,
or gender issues in general, are conscious attemptesent in his writing a feminist point of
view. They may be seen as symptomatic of a perioelhvthe development of a general
rethinking and reworking of values was intense artespread. It is quite remarkable
though, how Lawrence, a writer who has been extefysconsidered guilty of misogyny,
attempts a detailed exploration of the feminine,sasing as his main tools the traditionally
feminine means of intuition and impulsive emotidhe Lost Girlprovides numerous
examples of a so-called feminine discourse — whlsh serve as examples of a feminine, if
not quite feminist, approach to the world and tgalihe description of the spring morning in
the landscape of Pancrazio is an harmonious mmglirthe natural beauty and the feminine

susceptibility and sensitivity:

And then she had continual bowl-fuls of white ahaebviolets, she
had sprays of almond blossom, silver-warm anddustrthen sprays

of peach and apricot, pink and fluttering[...] Thesuas on them for the
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moment, and they were opened flat, great five-goinseven-pointed liliac
stars, with burning centers, burning with a steatayender flame, as she
had seen some metal liliac-framed in the laboradéthe hospital at
Islington[...] And she felt like going down on herdes and bending her
forehead to the earth in an oriental submissiagy there so royal, so lovely,

so supreme. (G 332)

The long, intense, slow-flowing sentences, replate references to light, fire, smell, the
repetitions of attributes and adjectives, the jbygiood, all communicate a lyricism mingled
with admiration and a religious feeling to “submit’the malevolence of nature.

The passage celebrate the beauty and the rejuvgraitce of nature, but they also imply a
certain pre-existing weariness, an emotional dgbathich the heroine carries within and
makes her burst into tears a moment earlier, béfasenew unknown, enchanting and
ultimately healing reality. This strange mood o¥idk’s, constantly enchanted, yet always
on the verge of tears, yet, stranger still, notajpdy, comes in sharp contrast with another
description of a positive psychological feminineadmf hers, when she gets rid of her first

Australian fiancé, a description taken from thstfppart of the novel theymbolicpart:

So Alvina packed up his ring and his letters kitld presents, and
posted them over the seas. She was relievdg:raslif she had escaped
some very trying ordeal. For some days she wamtitshappily, in pure relief.

She loved everybody. (26)

The feeling of relief and happiness is given hara plain masculine language and most of

Alvina’s feelings are described in this way in thieole first part of the novel. They serve as
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a good contradictoty example of the feminine larggudnat Lawrence uses when accessing
the fragile feminine soul of Alvina moved by theasshing beauty of her new environment
in the second part. It is a language, not only fend, but also poetic, and as such subversive
and revolutionary, very close to the language wifclKristeva allows the maximum access
to the semiotic, libidinal otherness and which herehe second part of the novel, is
connected with the natural world having an almossmerizing effect on the feminine
consciousness, numbing Alvina’s body and sensdw fdveliness of April came, with hot
sunshine. Astonishing the ferocity of the sun, wheneally took upon himself to blaze”
(334). The almost disjointed syntax, the lilting/tttm with the carefully weighed pauses and
the sheer musicality of the two short sentencesralgpoetic — so much so that, if divided,

they have all the charm and concision of a haikuwo):

The loveliness of April came,

with hot sunshine.

Astonishing the ferocity of the sun,
when he really took upon himself

to blaze.

The rhythm of the sentences, first light then sloyet relentless, fits exactly with the image
of spring’s sudden onslaught conveyed by the wdrts.insistent alliterating ‘s’ sounds
create an incantatory, hypnotic effect, which emrhlvina into the world of dream and the
unconscious. Through this lyrical, poetic languageultaneously delightful and deadly
serious, even with an element of threat in “ferdcand “blaze,” Lawrence heightens the
awareness of the commonplace experience of theghtinThe sudden fierceness of the

Mediterranean spring heat is clearly a compleme@dvina’s surging emotional state,
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coming as it does precisely when she is complétetyersed in the feelings and sensations
of the transient moment. The privileged associabibtine female with the poetic that is the
memorable, the intuitive and the creative is aipgst feature in Lawrence’s work, as
systematic as it is significant. There is a genyifeminine sensibility, free from tension and
contrivance, in this unconscious absorption insmiotic reality of the natural world. This
way of writing, even if it is not exclusively a dlaateristic example ddcriture feminine,

finds its rhythm in the ebb and flow of the momégcause it is the expression of this
particular moment, boldly seeking a new balanceveeh syntax and sound, the symbolic
and the semiotic that will constitute an affirmatiaf the mystery and a rich experience in

itself.

Repetition is another important feature herdoks of course contribute significantly to the
hypnotic rhythms of the text, but in many instaneeis also used specifically for emphasis

and dramatic effect:

She sat in the darkness on the seat, with alfbiee

dark and still, death and eternity settled dowrnen
Death and eternity were settled down on her asahe
alone. And she seemed to hear him moaning upstairs
‘| can’t come back. | can’t come back.” She heardhe
heard it so distinctly [...] ‘l can’t come back.’ &lheard

it so fatally. (338)
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It is repetition which renders the frightening, opgsive reality of her husband’s departure to
war so truly dramatic, and creates a crescenduagrisi an emotional climax which bares all

the feminine pain as an insistent interior mono&agu

The Nearness of Nature and Alvina’'s Sacredness

The special relationship with nature is one of Lewee’s ways of revealing the female
capacity for wordless understanding and commurmicaflvina senses nature in an
unforced, intuitive way: not analyzing its beaudy questioning its creations, but accepting:
“Then she would find little tufts of wild narcissasnong the rocks, gold-centred pale little
things, many on one stem. And their scent was piowvand magical [...] She loved them”
(TLG 331-332). The same living force of the landscapsse powerfully described in
Twilight in Italy. “Meanwhile, on the length of mountain-ridge, 8r®w grew rosy-
incandescent, like heaven breaking into blossomIp.the rosy snow that shone in heaven
over a darkened earth was the ecstasy of consuomi@lil 112). Again, as ifThe Lost Gir]
the predominance of the instincts in the apprematif nature turns the scenes into dream-
like, yet clear and unforgettable experiences. Gighothis narrative, loaded with emotion and
lyricism, Lawrence achieves a genuine expressidnslfieroine’s psyche. He shares and
articulates her excitement, amazement and confastshe negotiates the new life promised
by the new world she has moved in. What Alvina eigmees here is a sacred fusion with
nature which will lead to the revelation of herrgacentity. As Michael Squires argues,
“human subject and natural object fuse [...] notéarha message but to achieve a new
identity, impregnated with a new selfhood, cleansiecbrruption” (Squires & Cushman 46).
The discovery and integration of this new selfssally achieved through the sensual and

emotional sensitivity of the Lawrencian heroinee™Mmworld of nature becomes a sacred place
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filled with religious and mythological connotatiqriee place where the soul is reborn.
Moreover, this fluid, confident and celebratoryital language of the unconscious enhances
the process of Alvina’s mythicization. Taken togetivith the extended symbolism and the
numerous allusions to the mythological past, tHemsthe woman detaching herself from
the brutal reality in order eventually to becomeatvbawrence believes a woman ought to
be: “the flow which seeks to intermingle with theposite male flow and finally create life

and be consummatedPioenix 11542).

Lawrence’s determination to express the delepet of reality, the powerful undercurrent
that runs through human life, instead of devotirsgemergies to the recording of the surface,
led him to call upon an extensive range from thétdage of cultural symbolism. Symbols in
his work may comprise whole scenes as well asquaati animate or inanimate objects. In
both Twilight in Italy and The Lost Gir] there recur the same dominant symbolic images: th
moon as a feminine presence: “Only the moon, wdmig shining, was in the sky, like a
woman glorying in her own loveliness”; the moungas a symbol of aloofness, coldness
and death: “The very mountain-tops above, brighi wanscendent snow, seemed like death,
eternal death” ; the city as a shabby labyrintharfhess was coming on, the straggling,
inconclusive street of Andermatt looked as if ireggome accident: houses, hotels, barracks,
lodging-places tumbled at random, as the caravaivibization crossed his high, cold, arid
bridge of the European world”; the flowing water&me, and Time asiemento mori
“There was the loud noise of water, as ever, somgternal and maddening in its sound,
like the sound of Time itself, rustling and rushangd wavering, but never for a second

ceasing” Tl 215).
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The use of symbolism is even more frequeftha Lost Girlin the scenes where Alvina is
alone with nature. The descriptions of the Italemdscape constitute Lawrence’s most
admirable equation of symbol and natural mystetiwithe novel. Alvina’s inner conflicts
and tensions are symbolically expressed througkti@ge beauty of her natural
surroundings which leave her: “startled, half-etwegd with the terrific beauty of the place,
half-horrified by its savage annihilation of helL(G 314). This is an exotic, new, extremely
attractive reality for Alvina, who sees it constgritansformed through her enhanced
perception. Yet, the first impression given by tiaerator of Ciccio and Alvina’s new home,
is one of coldness, harshness and remotenesdfftbelttharrow passage to the other. The
mountains look “congealed”; the rush of the rivefglacial sounding” (308), the air is
“crystal,” the starlight “frosty” (309). Similarlythe house where Alvina and Ciccio will live
offers no promise at all even of a modestly conafolé life. It is a “stone floored” house with
a “dim-walled room,” “fireless,” with “iron-barredindows,” definitely “not meant to be
lived in” (310). It could be the description of keék prison cell, not of a home for two young
people starting their life together. The absenceotdur is as striking as the poverty: “the
settle was dark and greasy” with “two enamel plates one soup-plate, three penny iron
forks and two old knives” (311). One wonders if il will not feel like a prisoner here as
she did back home. But in her eyes this poor htiienstrange land does not appear hostile;

for her otherness &priori a magical, warm refuge:

There was a flood of light on dazzling white snamps,
glimmering and marvelous in the evanescent nighe went
out for a moment on to the balcony. It was a wonew®Id:
the moon over the snow heights, the pallid vabeg-away

below, the river hoarse, and round about her béxgrublue-
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dark foot-hills with twiggy trees. Magical it wall a but

so cold. (312-13)

Symbolism is an important tool for Lawrence to éxplwhat he believes to be the feminine
soul and to fictionalize its agony to find answansl above all an identity other than the false
one imposed by a corrupt civilization with twistedlorities. The symbols employed here
offer further substance to the projection of hdrcgunscious self on the environment. They
link mundane reality to the transcendent throughféiminine, sacred, inner world. Alvina’s
exulted view of the place comes as an “infinitéefél(315) in contrast to Ciccio, who, as a

local, is far less susceptible to the exotic chaofrthe place.

Ciccio, the outsider, returns home and takeplace among his own people — and
becomes once more a member of a greater commoniyof many. But he cannot reconcile
himself to the grimness and remoteness of the ssmdhinevitably perhaps, his poor house
and surroundings disappoint him. He is blind tolibauty of the place, and Alvina cannot
but perceive his indifference and interpret it eotly as the source of his unhappiness.
Access to the mysterious appears to be a purelgléeprivilege; it is the female only who
has immediate access to the semiotic, who is aefates subconscious undercurrents within
the human psyche and is able to gain through threamderstanding that can never be put in
words or otherwise fully explained. Alvina’s resgerto this ancient, still half-savage, mystic
place is specifically feminine. Her perceptiontuktharsh world denotes a transfiguration
within her, a spiritual and mental as well as séxeiairth, and nature and the symbols
contained in it reflect her profound transformatiGhe experiences the pleasure but also the
fear, often raised by intimacy with nature ands#srets, and tries to discover her deep-

seated, wounded self of instinct and the sensemabecomes a sacred figure among the
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forests, exulted by the numinous spirit found ia ialian landscape. Her awakening is a
purely natural one, not sexual, like Connie’s. @iagas an excuse for her to discover what
pre-existed in her soul, as the sacred female isepwhs always there waiting to be

awakened.

The Revival of Myths: The Jungian Artist and hisHeroine.

Lawrence largely saw in myths a context wheredwédcevaluate his pagan beliefs about
life. According to Alan Golding “He turned to theseurces for a set of cultural conditions
that embodied the liveliness of perceptual and amal attention and the de-
anthropocentrized view of humankind” (Squires & Bmsin 203). In botAwilight in Italy
andThe Lost Gir] Lawrence recalls the earlier inhabitants of Italose cultures have had
respect for sacredness of life, and whose old abstlécarry the memory of their principled
stance: “I thought of the Lake of Como what | hladught of Lugano: it must have been
wonderful when the Romans came thef®@'426). In the Etrurian, Sardinian, Mexican,
Indian and Greek primitive cultures Lawrence wadiktover new schemes for his
metaphysical anxieties as well as a new aesthained for his work. It was actually a new
exploration of ancient myth which enhanced higditg creativity and endowed it with new
perspectives. Alvina’s allusion to prehistoric plegphe feeling that a part of hers belongs to
them, springs from her numinous other, a divinekemnang and a belief that something
eternal still exists inside her, and connects h#r the ancient spirits of the past. As Keith
Sagar comments “Literature is full of myths whictaet the journey of the soul in search of

god.” Itis a search

also into the recesses and lowest layers of thenstious
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where that particular presence which is manhoaglasnanhood,
the divine spark, is to be found, for it is thikigh puts a man in

touch with all other presences. (Sajdr)

In Italy, Alvina feels almost haunted by the sheerght of history, the presence everywhere
of “the countless generations of civilization behimm [the man] had left him an instinct of
the world’s meaninglessnes'L(G 221). In the beginning of chapter XV, entitled €T'h
Place called Califano,” Lawrence shows Alvina’swrst reaction to her new environment:
“she was only stunned with the strangeness oF'i{#l4). The description of the impression
these new surroundings make on her is clearly ahraulepiction of her inner self as a

symbolically charged view of nature:

How unspeakably lovely it was, no one could evly te
the grand, pagan twilight of the valleys, savagdd,c
with a sense of the ancient gods who knew the fayht
human sacrifice. It stole away the soul of AlviGae felt
transfigured in it, clairvoyant in another mysteiife.

(315)

Alvina becomes a participant in a mystic experiesbe feels connected with the mystery of
the past, part of a common human soul which pret#ds civilization: “The terror, the
agony, the nostalgia of the heathen past was damdrsrture to her mediumistic soul. She

did not know what it was.”
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Ciccio, the man who is the cause of this pmabchange in Alvina’s life, becomes also

closely associated with this lost past:

[...] and seeing Ciccio beyond leaning deep over the
plough [...] her soul would go all faint, she would
almost swoon with realization of the world that fggohe
before. And Ciccio was so silent, there seems sthmu
dumb magic and anguish in him, as if he were farafid

of himself and the thing he was. (315)

Alvina comes to see the old gods under a new lightg forsaken by Western eyes: “The
gods who had demanded human sacrifice were qghé rmmutably right. The fierce,

savage gods who dipped their lips in blood, thesewhe true gods.” Ciccio looks like one

of those gods, as Maria, his sister-in-law, witlker‘hed kerchief on her head” and the “big,
gold rings of her ears,” looks like an African gedd. The peasants too, “all seemed lost, like
lost forlorn aborigines” (316) and like the unrdidfiowers of Dionysus in “a lugubrious sort

of saturnalia, men and women alike got rather dijunk Crowds accompanied them to

Ossona, whence they were marched towards the §dil\®a7).

Alvina finds in all this a natural harmony thatrigs to her mind classical myths of
ancient goddesses such as that of Venus “who hetlsstear for Adonis,” and make her feel
the presence of “strange Furies, Lemures, thingshtad haunted her with their tomb-
frenzied vindictiveness,” or of the “many-breastatemis” who now “had come South,” a
presence connected with the “milky” hyacinths, “e@ating beyond words” (333). She

herself stands among the poor habitants of Califema strange goddess (in the same way
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that Kate Leslie in th@lumed Serperfascinates the native Mexicans with her mysterious
origin and her imposing presence): “It seemed &d$viha, the Englishwoman, had a certain

magic glamour for them” (316).

A sense of something “pre-world”(333) conquebgida, who like the Jungian man, here
finds access to this “common stock” (Segal 64) Whaegery human psyche possesses and
which transcends all differences in culture anchesansciousness. It is the place where the
archetypes are located. Jung notes the tenderayists in particular to invoke traditional

myths, a tendency which is hardly a new one:

Dante decks out his experience in all the imagéry o
heaven, purgatory and hell; Goethe brings in the
Blocksberg and the Greek underworld; Wagner needs
the whole corpus of Nordic Myth, including the Rials

saga. SMAL114)

The revival of myths, according to Jung, is a waydrtists to come closer to their
unconscious and unite it with their ego. The ancisionary material Lawrence so

frequently employs in his fiction — myths and synsbeis, in Jungian terms, an expression of
primordial human experience, imagery from the @bie unconscious, which constitutes an
important source of creativity, and, crucially,rpary material the artist shares with the
reader. Every writer attempts to communicate plttiis material found deep in his or her
own psyche, and this attempt is a process whichroprove the psychological development

of all involved:
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What is of particular importance in the study tédature

is that the manifestations of the collective ursmous are
compensatory to the conscious attitude so thathlgg the
effect of bringing a one-sided, unadapted or damgestate of

consciousness back into equilibrium. (114-5)

As we saw in the chapter &ons and Lovergung suggests that the artist is human “in a
higher sense”, a “collective man,” a vehicle andutder of the unconscious psychic life of
mankind” (119) who is conquered by this creativecpss. Moreover, Jung states that the
creation of a work of art becomes the artist’s fatd determines his or her personality: “It is
not Goethe that creates Faust, but Faust thatesr&ethe” (121). Thus, the act of writing
becomes an act of conciliation between the uncoasamagery,, that is inherited and

fundamentally unchanging and the conscimgesdeliberately aiming to change the world.

Lawrence and Alvina undergo what is essentifidysame purifying process. Both author
and fictional heroine gradually arrive at a redlia of the truth and a new identity which
reveals something more of the nature of peopletlainds. Alvina’s unconscious fantasies are
expressions of her inner world, her mysterious tem@ndencies, realizations about herself
and her life which she was not allowed to make teeffor they were considered
inappropriate and immoral. Modern taboos like desirsexuality, which in the primitive
mind would exist openly on the surface, manifestribelves in Alvina’s consciousness for
the first time since they had been oppressed atakhiin the unconscious. Thus, Alvina
becomes a symbol in the Jungian sense: she stantiefexpression of desire, the will to
escape, hidden in the soul of every human beimpgpéd by the circumstances of modern life.

She is a Persephone, whose release will bringgpoithe barrenness in the psyche of the
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enslaved by conformities woman. Lawrence becomegpdlet who “foretells changes in the
conscious outlook of his time” (117) and lends esgion to this unconscious desire, this real

need.

In The Lost GirlLawrence abandons himself to the language of hisenscious, uses
symbols as means to reveal and enhance the fengonseiousness and alludes freely to
mythological material which reveals his intentiorréconcile unconscious urges with the
conscious mind. Once more, throughout this novalylence has established the feminine
consciousness as his truest ally, not only as struiment of undermining the established but
deeply destructive male logic, but also as a motitie kind of human qualities necessary to

bring about rejuvenation and well-founded hopeafolew truer and healthier human life.
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Chapter Five

“T he Witch a la Mode and “Tickets Please”: Male Fear and Female Terror

As early as 1911, Lawrence wrote a short story utiaetitle “Intimacy,” a story which was
actually an early version of ‘The Witéhla mode’in which he drew upon elements of his
own situation. That included his complicated relatio his fiancée, Louie Burrows (the
Constance of the story) the “awfully good, churcigy! as Lawrence describes her in his
Letters(L i 343) and Helen Corke, the independent, strong-ndimdaman with whom
Lawrence had a passionate love affair. In “Intimasirie became Margaret, changed to

Winifred in the 1913 version of it under the titlehe Witcha la Mode”

The protagonist of the story, Bernard Couttsloaiseen as one of Lawrence’s early
autobiographical heros like Cyril Mersham in “A Mayd Lover,” Edward Severn in “The
Old Adam,” John Adderley Syson in the “Shades airg and the Doppelganger Hampson
in The TrespassdiVorthen 148). Each of these figures, “without lgegmything so definite
as a self-portrait, is clearly an experiment Laweeis making with the role of the detached,
self-controlled man and aesthete.” Bernard Couattshardly be seen as self-controlled. But
he is clearly in a “state” of “not being able twéd the state “to which these artist figures of
the early fiction are utterly condemned” (149). fidlis in the category of these men which
Lawrence was afraid of being: “deprived of all eoxtf” having nothing “in which their
perceptions might be rooted; they are incapabtelationship, except with inanimate nature

and (above all) with words” (148). In his 1915 gs%SEhe Crown,” Lawrence would describe
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such an egoistic man as someone who “seeks hisemsational reduction, but he

disintegrates the woman even more, in the namevef (RDP 284).

In the story, Bernard is on his way to Yorkshithere he is to meet Constance (Connie)
his “betrothed” fiancéeGSS52). However, he decides to stop for a night at Easydon,
risking and hoping to meet Winifred Varley, an @ime of his and the fatal woman of the
story. Through his meeting with the woman, the ieizat he constructs of her, her
mythicization and the reflection of his fears andiaties on her, Lawrence unfolds aspects
of male behaviour and way of thinking as well asrtimpact on the feminine psyche. Even
in this story, the heroine is seen as sacred, samebusly exciting and terrible, and likened to

classical goddesses such as Aphrodite and Venus.

In the opening scene, the reader is inforatemlit Bernard’s conflicted feelings of
exultation and shame regarding this meeting withifAdéd, the woman he desires, but whom
he will not admit to loving: “Each of these condess to his desires he made against his
conscience. But beneath his sense of shame hisespitted.” The natural setting, the
dreamlike landscape with the evening star “a brifgimg [...] greeting him across the sky”
and “the blade of the new moon hung sharp and ksteeihgthens his instincts even as it
makes something “recoil” (51) in him: for no appa&reeason, the thin slice of the new moon
brings to his mind “a knife to be used at a sawifi(52). Bernard is acutely sensitive to the
mystical qualities of the evening and seems to laavenconscious premonition of things to
come. He feels the approach of an indefinableayetsome force, that is threatening and
female. Bernard knows perfectly well that his gaiadPurley, risking a meeting with
Winifred, was not really the “easiest” way to mdke journey, but a “concession” to his

desire: a choice, the exercise of “free will” tyat may well bring no good. The question
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raised by old Mr. Cleveland (“Ay — why do we dortgs?” (53) applies all too clearly to
Bernard:whydoes he want to be with Connie? Has he conscioaakoned and chosen to
get married and settle down? Does he just wisbltow his “instinct” as he declares, and if
so what exactly does “instinct” mean for him instbase? Bernard is full of contradictions

that do not look as if they will be resolved.

Bernard himself, who is hardly able to undangthis own nature and motives, is at least
vaguely aware of the possibly serious consequeivatshe feels neither guilt nor remorse:
“It hurt him to give pain to his fiancée, and yetdid it willfully” (54). He is furiously trying
to reconcile reason with what he calls his institwimake it all fit together somehow. This
conflict between the instinctual and the rationaljally dramatized in Lawrence as a conflict
between the male and the female, is this time edasithin a single male character and thus
it appears an even thornier quandary: is Bernamalsing to Connie just another poor choice
on his part, nothing more than an attempt to estrape an uncomfortable relationship, or is
this a step towards the true solution which wilbal him to lose his fears, satisfy his cravings
and find a true physical, psychological and spalinefuge in the female? Has Bernard the
sense and the courage to respond to his need ifor with this other inexplicable force
which ineluctably draws him to Winifred, or is heilbg tossed about, helpless and desperate,

by emotions he can neither harness nor understahdlzey?

Winifred and the Male Rage: The Solid Aphrodite andthe Threatening Maenad

“She was of medium height, sturdy in build,” “blaidvith blue eyes and arms “heavy and
white and beautiful” (55). Winifred is describedsome detail and likened — quite strikingly

— to a “solid,” “isolated,” “white” Aphrodite. Beiard is attracted to her “like a moth to the
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candle” even though she clearly makes him tenseuaadsy: “his blood beat with hate of
her, drawn to her, repelled by her” (57). AmbivaJdre cannot commit himself to this

frightening female. She appears “cold and self-psssd,” but also “with eyes heavy with
unacknowledged passion” (55). When Bernard seestéitgette of Venus standing on the

fireplace, he immediately makes the connection betwVinifred and the ancient goddess:

The Venus leaned slightly forward, as if anticipgtsomeone’s
coming. Her attitude of suspense made the younystiifen.

He could see the clean suavity of her shouldersaamst reflected
white on the deep mirror. She shone, catchinghadeaned forward,

the glow of the lamp on her lustrous marble l0{5%)

The young man is obsessed by the similarity betviee living woman and the glowing
Venus statuette. The “solid whiteness” of Winifggatallels the “lustrous marble loins” (55)
of the statue, the cold and independent womanisstated” (56) and in many respects, so
very like the lifeless Venus. Winifred, “of resaduindependent build” (55-6) is undoubtedly
powerful, almost aggressive. However, it remaiggsi@stion where this resoluteness springs
from: her description clearly suggests an untameethfe spirit, but the statuette on which
Bernard “reads” her image, depicts a woman in “easp”: she is not moving in action; she
seems to wait for a man. Similarly, the frozen leaf both the real woman and the statuette
suggests a well-set of concealed emotional anx@stgm agony. Behind her apparent
resoluteness, Winifred is “petrified.” She is a wasmwhose feelings of passion and love
have been thwarted and deadened, possibly becharsebiding inner grief for a man: “he
perceived in her laughter a little keen despaiB)(Bernard senses that Winifred is

tormented by his decision to marry another womée. f§1ds his decision “monstrous” (62),
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especially after his depressingly weak answerseammntg his reasons for getting married.
She can see clearly that this is not a firm degib@sed on “instinct” as Bernard claims, and
she hastens to remind him that there are othetiricts” to be followed. Although she does
not quite fulfill the conditions which would makera true life partner for Bernard, Winifred
can see clearly that the choice he has made isl vasg much on mere calculation and

obstinacy: it is as egoistical as it is superficial

Winifred’'s anger and frustration seem quitdifiexl, for Bernard’s decision is truly an
affront to real emotion, to real life. But he cahmee this and consequently he cannot
understand the woman'’s fierce reaction. Surpriseddismayed, his imagination turns her

into an irrational threatening figure, a frightegiklaenad:

She raised her arms, stretched them above her inead,
weary gesture. They were fine, strong arms. Theyneed
Coutts of Euripides’ ‘Bacchae’: white, round arrugg arms.
The lifting of her arms lifted her breasts. Shepged suddenly

as if inert, lolling her arms against the cushidf8)

In male eyes, the woman becomes subject to omatcurate stereotyping. His confusion,
guilt and ambivalence about feminine nature, widehnard cannot decide whether he can
actually understand and embrace, transforms heganmo one that is simultaneously erotic
and threatening: a seductive Eve and a fearsonohvahe he hates “for putting him there,”
a position he finds acutely uncomfortable, whileggting that it was “he who had come”
(57). He sees her as an irrational female preséuitef “symbols” which confuse him when

he tries to decipher them. But Bernard is actuatiypffender against the instincts by which
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he claims to act. He does not have any clear aredvirshes; he just feels coerced, “nailed to
a cross” (58), the cross of his chosen routineciwimicludes Connie, his fiancée.
Nevertheless, he insists on regarding her with seatisfaction, as “the beautiful maiden

with a touch of God in her brow,” a woman who makas feel her “manly superior” (61).

Though drawn to Winifred, Bernard fears to staty her. He believes that this is a fear
caused by her lack of frankness, but this is amsxevhich conveniently allows him not to
acknowledge what his soul really craves for andthendanger of pursuing it. Even worse, he
explains his tame settling down with Connie as adezk to the very instinct, whose dictates
he willfully fails to perceive, completely obliviguto its true nature and its multiple demands.
Though Winifred makes this discovery for him (6833,cannot grasp her suggestion to follow
his own male nature; that is, the instinct whidnaats him to the female in her, rather than
the conventional need to find a woman who will pdewhat he hopes will be a stable point

in his life.

Bernard seems completely incapable of undeaigigriWinifred’s inner emotions or even
suspect their depth. He only sees in her “thansggaeedy quality which always set the man
on edge” (56). He cannot comprehend her angeQuatih he does discern in her laughter this
“little keen despair” (58). Her reaction to hisantled marriage is also badly misunderstood.
He thinks Winifred perceives it simply as a chaflerand strives for mastery, but this is a
poor, shallow explanation and an inadequate insigbtthe motives of the woman as well as
the complexities of the situation. Bernard thinksisiconsciously and consistently exercising
his free will, although he does acknowledge thatdoming to Winifred — the result of a
series of “concessions” made “against his conseiefixl) — was not a fully conscious

decision. He defends his decision to marry Congipdinting out the vital importance of
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having a home, a place to provide focus and staltdione’s life, but Winifred can sense the
emptiness behind his words and Bernard is irrithteter for her doubts threaten to destroy

his fragile illusions.

Winifred tries to make the whole situation &sac as she can, in order to “resolve the
discord,” but her straight talk and reasoned arqumsucceed only in injuring Bernard’s
smug narcissism. Consequently, he responds byhlgagiker in his imagination, arbitrarily
turning her into a monstrous creature, laying ondflehe blame for the failures of their love-
affair. He blames her for having used him as hekilig-glass “to see things in: to hold up to
the light.” He accuses her of “abnormality,” of ioging on him an identity which deprives
him of his manliness, his physical dimension, l@sy'blood” and “bone.” However,
beneath his self-justifying reasons, lies concealddeper undercurrent of anger against the
woman. He shows little interest in discovering el emotions and is all too ready to
characterize her as a shallow, frivolous persasshlily unaware that such accusations apply
far better to himself. His refusal to approve ofWifed’s independent life, is also part of a
desperate defence mechanism: he seems to have@msuaious fear of her strong, intense
personality and tendency to be judgmental, pregi®elcause she can see and reveal truths

about him which he had rather not face.

Bernard, therefore, projects upon Winifreditieer division he experiences, his desire to
reap the benefits of the social conventions adidsstisfy his pride by appearing to reject
them. So, it is actually she who functionshaslooking-glass, the distorting mirror that
soothes his anxiety and rewards his clumsy effortonstruct a personally and socially
acceptable self-image. He has made a move towardblit when his narcissism is

wounded, when his cherished self-image is thredtgmelashes out to hurt and drive her
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away, to smash the mirror which reflects his poasshess and moral cowardice. As he can
only do this by demeaning her, he casts her a®agtereotype. His fear of the power
revealed in her, turns her in his eyes into a nmle&goddess. He even fails to appreciate her
sexual response, considering it excessive andheatit: an “unnatural ebb of passion” (65).
Thus, he turns the sexual experience into a negatie, as he cannot allow it to rescue him
from the deadness of his life, the deadness hehli@sen himself, partly as a means to punish
Winifred, but mainly because of his fundamentaliyfed attitude to life. Passion and sex,
the sacred coming together of the male and thel&nsahere deprived of its divinity as
neither Winifred nor Bernard meet each other’s treeds. The man sees her as a cruel
predatory goddess, ever ready to devour even thibseserve her (64), and Lawrence likens
her insistently to a witch, the title’s “Witch aMode,” an unacceptable modern woman,
bare-armed and quick-witted, who still “looked ughan [Bernard] witch-like, from under
bent brows” (62). It is especially in Bernard’s ([@wrence’s) eyes, of course, that she

appears “witch-like,” her potential sacrednessraahto his male ego.

The Ineffective Union

Bernard, however, is not the only one incapabla wiature relationship with the other sex.
Winifred is guilty as well. Drawing on his own stion with Helen Corke, whose self-
possession and egoism had excited and stimulatedLiawrence portrays Winifred as one of
those women who “they want the flowers of the s$pimey can gather from us [men].
Therefore they destroy the natural man in us —ifhats altogether” (Worthen 259). She is
the modern witch, portrayed as the product of modeciety, solid and resolute with “no
corsets”; sharing the dead whiteness of the ma&pleodite, but not the erotic passion of the

love goddess/inifred has isolated herself from real feelingse$s “cold” and “self-
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possessed'GSSH5). She appears distant and enigmatic, not orBetoard, the focalizer for
most of the novel, but also to the reader, sineengver really expresses her emotions apart
from her outburst about Bernard’'s marriage. Ingwtrayal, Lawrence retains her mystery,

the secret of an alienated woman who fails to wstdad her heart and respond to it.

The story is in many respects one of the lopooinity. Bernard undoubtedly feels
Winifred’s numinous presence filling the world doglcoming “atmosphere and all.” The
carnal contact is so intense that it almost hug$bady, he slips into another world, the world
of desire in the blood, where “he did not know whatwas doing.” Unfortunately for him, he
feels that Winifred “wanted no more of him thanttkigs” (65). Thus, the woman is turned
from a human presence into a “heavy form,” whichri upon him,” giving him “anguish
and a cutting short like death.” He feels heraswollen vein, with heavy intensity, while
his heart grew dead with misery and despair” (Bi&re Lawrence attacks the empty
sensationalism which often deceives both man andamo and distorts the real meaning of
the sexual act, its sacredness. This is Winifrpdisishment, the price she is paying for not
being able to appreciate Bernard as her real coimpamflesh and blood. Yet, these
limitations in the delineation of her personalite precisely those that allow other exciting

hermeneutic possibilities to emerge.

Winifred’s duplicity: The “Real” (?) Winifred

Winifred is simultaneously oppressed by Bernab#bkaviour and oppressive towards him.
This distance between what she seems to be (coldpendent, inscrutable) and what she
might really be (sensitive, suffering and vulneggldreates two distinct perspectives which

interrogate and challenge each other’s premisesreke Winifred a character of
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considerable complexity. It is through the semiglo§her body, her stature and movements,
that Lawrence builds such a distant, unapproactai@eacter. There are scenes involving her
which move with an almost lightning speed, as tnegze action, bring the focus on her and
open the possibility of diverse views and multipigplanations of her emotional world. At

the same time they remain elusive in the follonwexgmples of qualities which Bernard
appears to see in her: “she bowthly to the piano” CSS62), “She lay perfectlgtill and
warmin the fire-glow” (64) “He turned, saw hauill, fine face tilted up to him. It showed

pale, distinct andfirm, very near to him” (58) [my emphases]. Overtly, Wad does not
oppose Bernard’s accusations. She is content torearely at wish fulfillment in order to get
her object of desire and, in this sense, she cah&idered egoistical. On the other hand,
Bernard is no less guilty as he takes advantapesgiower over her and torments her. Thus,
one way to perceive Winifred’s tragedy would bexplain it as a result of her egoism, her
fear of emotional commitment, her inability to opgmand offer her real self to a man, her
tendency to oppress and her need for constant esheympathy and affection. She presents a
problematic sexuality, a symptom of the centurygp decay which has distorted her
womanhood as it has all fundamental human qualiesnard perceives this problematic
sexuality but interprets it as mere egoism andgamoe. Ignorant of his own distorted
character, he seeks to maintain control over herder to keep his own confused feelings
and ideas undisturbed in their precarious ordemythicizing her, comparing her to a
Maenad or to a heathen blood-thirsty goddess, Berkmréiculates his unease about his own
situation. Winifred, as we have seen, becomeskarigglass for his uncertainties and fears,
the victim of his melodramatic tendencies and distbperceptions. She herself seems to
have a different experience of their relationshipexperience which she never

communicates, as she is invariably shown as amnutadgde, enigmatic figure.
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Winifred, however, can convincingly illuminate whekte sees as a conventional, even
puritanical, reaction on Bernard’s part. She soyettectly accurate when she reminds him
that there are “many instincts” a man can choos#&y. Moreover, her agony becomes
manifest when she wonders “why that,” why does Bedrsacrifice their passionate
relationship for a conventional marriage, a degpegaestion to which he can only give an
answer that is as cruel as it is unreasoned: “Berawant to!” (63). Bernard here sounds
unpardonably naive about human nature. When engh@siis own right to free will, he
shows exactly how much he lacks self-knowledge.iftéd, like Hannele imhe Captain’s
Doll as we shall see, has a much clearer insight n&onan’s psychological state, and this is
anoher way to perceive her personality. She caspgrapects of his mind that he himself
does not realize. In a desperate (and unsucceséfoif) to receive some logical answers
from him that will help resolve the situation ewgithout lessening her pain, she perceptively
touches upon his fear of his own freedom. Her suffeis surely unnecessary and probably
avoidable if Bernard could only recognize the raatives behind his semi-conscious
decision to seek her again. Instead, he prefgusetgent their relationship in terms of sexual

rivalry in which the woman is always the traitdretsole party responsible for its failure.

Since it is the man who is the focalizer irsthiory, the woman is tacitly pushed to the
margin, an enigmatic distant figure only partly aretood. Yet, Winifred still comes across
vividly alive, as a woman who seeks to understéedsituation she finds herself in, and tries
to establish and maintain a channel of communindigtween herself and her partner.
Moreover, she is a woman who refuses to be puniiirdter independent personality and
unconventional mores. Defying her limited portrayéhin the story, she displays the

“autonomy” which “male authors’ heroines often désp’ as Sandra Gilbert and Suzan
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Gubar have pointed out. Winifred refuses to beétikor “killed by an author/owner” here
present in Bernard’s voice too, who seeks to dgshre woman'’s strength of character by
destroying her balance. She goes on “to reachttiex side of the mirror/text,” leaving hints
of her real self: that of a sensitive woman witlmaimn needs, not the predatory deity Bernard
imagines her to be. Even though Lawrence presemtadha typical case of the egoistical
modern woman, it is hardly surprising that manyredats in her depiction enable the reader
to get a clearer and far more positive view of egure, her strong feminine anxiety to be
accepted as she really is, an individual humangaeioking for love and passion and respect.
This is a clear example of what Sandra Gilbert @ndan Gubar meant by saying that
“women themselves have the power to create themsealy characters” (Gilbert& Gubar 16)

even against the grain of their male author’s inoers.

At the end of the story, Bernard symbolicakyssfire to everything that binds them. Fire,
the passion which was the main ingredient of tredationship, becomes also its destroyer.
What unites them is a passion springing from inadégemotions and false premises, and it
is spent leaving only a burn in the man’s handsahiter sense of failure in his soul.
Winifred is left alone, her emotions unutteredsiéent at the end as she was at the beginning.
And yet, “The Witcha la Mode” is a story that does not distance itself fromwvtioenan’s
anxiety. Though told from an exclusively male pexgyve, it allows us to watch the
woman'’s agitation, her pain, her desire to be aeckfor what she is, and ultimately

succeeds by emphasizing how ambiguous and falsedleimage of woman can be.
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“Tickets Please

The story was completed in December of 1918, tagetlith “The Fox” and four essays at
the “Education of the People,” when Lawrence wadaintain Cottage in Eastwood, and
first appeared under the original title “John Thahan theStrandmagazine in April of 1919
(Kinkead-Weekes 483). In this aggressive tale, @&fer the first time a woman invested
with the role of avenger. Annie, who is a tram- @actor, is the betrayed woman, who,
together with her female colleagues at work, dexctdegive a lesson to the appropriately
named John Thomas, a cocksure ticket-inspectdneRipley to Nottingham tramway, a
man who does not hesitate to play around with efaamale soul he meets. The girls conspire
against him, literally attack him and force himctummit himself to marry one of them. His
real punishment however is to meet these womenatsire red in tooth and claw” (Woolger
120) ; he comes face to face with the destrudeugnine side, a female aggressiveness

which threatens him even with death.

The women in this Lawrencian story resemblentieenbers of an ancient Greek chorus
only instead of supporting the tragic hero and cemiing on his actions, they take essential
decisions, they judge and punish, they becomébtemnonsters, fearful Maenads, the
terrifying figures, who, in Euripide®acchae devour King Perseus, punishing him for his
reluctance to accept the new god Dionysus, theofjpdssion and of instinctive drives, the
god who metaphorically can be seen as reigningemréalm of the unconscious. They
become the protectresses of this dissipated geqyrtitectresses of the inexplicable, obscure
aspect of the human soul. This is the dark sideetacred feminine, the threatening aspect
of goddesses which religious myths in almost eeetiure have depicted: the aggressive

femaleness as a destructive force which makesstmclions. Agave, in Euripides’ tragedy
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mentioned above, destroys her son with her ownsidndnna, the Sumerian goddess, is also
a lion goddess of the war and a dragon slayer (wint 134). In the Greek mythology, we
find Gorgon, the Medusa whose sight turns the lokdrohto stone (134) and the Erinyes,
daughters of Gaia who emerged from Uranus’ (treghidr’s) blood after his castration by his

son. They are the terrible furies who pursue anypriky of a sin against the will of gods.

In “Tickets Please,” Lawrence dramatizes thenide@ering nature of women, the nature he
is mostly afraid of, the nature which in the forfmmaternal or matrimonial love, seeks to
suffocate man and his free spirit. In a letter sah€rine Mansfield of 5 December 1918,
Lawrence writes about the “devouring” power of Mether-Woman which can absorb and
destroy man’s maleness, a power from which he gglas all [his] might to get out'L(iii.
301-2). During that period, Lawrence had been rep8arbara Low’s copy of Jung’s
Psychology of the Unconsciqughich contains a critique of Freud’s view on incest
(Kinkead-Weekes 487). His reading of Jung maderkafize the importance of writing
fiction which crossed “the threshold of the psyct#88) and enhanced his views on
maleness and femaleness, motherhood and the humkawrisws which were to be analyzed

in hisFantasia of the Unconsciol($920), as well as dramatized in his later fictiortome.

In this story Anna, John Thomas’ last lovekemthe form of the Medusa, an image which
for Erich Neumann constitutes the archetype ofltaeible Mother existing in the
iconography of all matriarchal cultures. This mgfttthe Medusa killed by the brave Perseus,
in both a Freudian and Jungian analysis is intéedréas a young man’s struggle with the
devouring and possessive image of the feminine”dMy&r 83), a struggle which for
Lawrence lasted almost his whole life, given hislgpematic relation with his mother and

later with Frieda, and which had a strong impacthenformation of his attitude towards
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women. He was clearly afraid of the dark, femirposgver, a power he dramatizes here. It is
a force to be avoided, being connected with thersalof industrialization since these

women are all products of the dehumanized worlihefmachine:

The girls are fearless young hussies. In their bilg

uniform, skirts up to their knees, shapeless obikpd caps

on their heads, they have all the sang-froid obldmon
commissioned officer. With a tram packed with hagli
colliers, roaring hymns downstairs and a sortraipdaony of
obscenities upstairs, the lasses are perfecemtaase.

They pounce on the youths who try to evade thestiokachine.
They push off the men at the end of their distabey are not
going to be done in the eyes- not they. They hedody — and

everybody fears themCES315)

It is the power of the machine which has deprivexsé women of their womanhood and
turned them into fearful creatures. The destrucisgect of the female psyche for Lawrence,
IS not to be seen as something inherited from eahut as a distortion of this nature. These
women, caught in the sharp teeth of mechanizagi@nlost, alienated and miserable in the
same way men are. They have lost contact withgbél$y flowing stream of attraction and

desire and beauty” and

they see themselves as isolated things, indepefelaates,
instruments, instruments for love, instrumentswork,

instruments for politics, instruments for pleasuinegs, that
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and the other.

Life for Lawrence “is not a question of points, lauguestion of flow.” And the woman used
to be the flow, she used to hold the secret of $ife used to live “in a long subtle motion that
has no full-stops and no points” in opposition amwho likes putting points “in life and

love” (Phoenix 11541-542).

Unfortunately the women of the story are seaglior a “point.” What is missing in them
is the courage to return back and discover themnafe nature. They have become so
immersed in the man’s world that they have compjdtegotten what real life is. Their
consciousness has adapted so well to prevailing stalctures that they risk turning into
men themselves: “It is a pity of pities women h&aned to think like men.[...]. Our
education goes on and on, on and on, making thressadike, destroying this the original
individuality of the blood, to substitute for itishdreary individuality of the ego, the Number
One”(RDP 341). The feminine self of these women remaideveloped. The insecurity
they feel inside, despite all their “masculine” estements, is the source of their
aggressiveness and the fiercer they become thetimydide their vulnerable self. This
insupportable split between the fragile, intuitveman and the strong, outer fighter is the
price the modern woman has to pay in order to fedéven if they don’t want to get
involved in male activities, Lawrence accuses womigalling into the trap that society has
set up for them. They want to have love -- no erdibw meaningless and absurd such a
feeling might be. They need to settle down andwgatied and have children and a family,
but, having lost the true essence of life whichasto bear children but to “bear

themselves'$tudy48), they find no satisfaction in achieving thedats. Lawrence here
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seems to mourn the death of the natural woman w/ddferent from man and has her own

logic, not of the masculine sort.

Despite his fear of this unexpected and dangedteuslopment in women’s nature, it seems
that portraying them as destructive figures islrawrence’s intention. Annie, for example, is
a sensitive woman before “the possessive femalaowsed in her” (TP 319). She feels

warmth and security on John’s presence:

She felt so rich and warm in herself when he was.n&nd
John Thomas really likes Annie, more than usuaé 3dit,
melting way in which she could flow into a felloas if she
melted into his very bones, was something raregad. He

fully appreciated this.

Annie seems to be capable of really touching a mest, while John acknowledges the soft,
feminine touch, the flow of life that Anna repreterBoth of them could have been the Man
and Woman, who, according to Lawrence, could haheeged the sacred union between the
male and the female, if modern life had not wounithedr intuition and pure nature

irreversibly. As it is, John can only “appreciafina’s sensuous, female presence, and Anna
“wanted to take an intelligent interest in him” 831Both of them have committed a sin
against life by treating the union of a man and \@omot as a divine gift, but as a

commodity to be exploited.

Lawrence dramatizes whafinds threatening in feminine nature, as it hambia&ected

by civilization, using the same mystical languagd aemiology of ritualistic scenes alluding

185



to ancient pagan times, that he employs in otheksvim order to divinize his heroines. This
time, it is not the omnipotent power of the moomi@h transforms Ursula ithe Rainbowy

or the living cosmic power in a tree-trunk (whickakens Connie ihady Chatterley’s Lover

and Katherine in “The Border Line”), but the exti@smic sense of destruction which unites

the women of the story and turns them into alieenacing creatures:

Annie knelt on him, the other girls knelt and hworgto him.

Their faces were flushed, their hair wild, theiesyvere all
glittering strangely. He lay at last quite stilith face averted,

as an animal lies when it is defeated and at teyof the captor.

Sometimes his eye glanced back at the wild facéiseogjirls.

The girls are filled with “supernatural power,” terrifying lust” (323) in their voices, they
often burst into “shrill, hysteric” (325) laughtérawrence portrays them as frenzied furies
emphasizing the depth of their wounded feelingstaed lust for justice. They want to
“correct” John Thomas obliging him to choose on¢hein for marriage. Thus marriage

becomes a vengeful act showing the resentmenesétyirls for being rejected.

The real problem for Lawrence lies in the indaliy of modern men and women to open
their hearts and accept one another in their shalsrence here seems to attack, not only the
woman perverted by industrialism, but also “malawhnism” (Kinkead-Weekes 488),
suggesting that true maleness has nothing to dothat fake confidence that meaningless
sexual affairs build in a man’s psyche. Lawrencesiment on modern Don Juans is caustic:
“Don Juan was only Don Juan becausé&&eno real desire. He had broken his own integrity

and, was a mess to start with. No stream of desith,a course of its own, flowed from him
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[...]- That's Don Juan: the man witouldn’tdesire a womanRDP 342). John Thomas’

desire is similarly false condemning him to remaithout passion and respect for women.

At the end, not only Anna, but also the regthefgirls turn John Thomas down. His offer
to marry Anna is rejected by her and none of tieiotvomen seem willing to finally take
him as their husband. He leaves with torn clotimesldeeding face, daunted and alone. Anna
now seems to realize that what she wanted wasnaial contact, real happiness with a man
who would discover her femaleness and would neétftaed to embrace it. Anna is saved at
the end, as Medea in Euripides’ tragedy is forgifggrthe killing of her children (murdered
in order to take revenge for her husband’s betjaialth women are tragic since their initial
sadness and misfortune is transformed into rageef@nge. Both women are tragic, each in
her dimensions, as their initial sadness and niigfierhas been transformed into mere
revenge and their rage has become their power.dramer like Euripides in the past, appears
to have a sense of natural justice and he dodsasitate to save these women as they give
up being the willful possessive females and thgteh to their inner needs by acknowledging
in the man the falsity of his feelings and by réjaghim: Medea is saved by the god Helios,
the Persian god of the sun, while Anna with her Mals are saved by the unexpected
prevailing of the feminine instinct hidden in theconscious, the realm of the god Dionysus.
It is a metaphorical salvation as women here agsgnted from a powerful point of view,
dispensing justice and punishing the one who dergdhy with their emotions and abuse
their need for real caring and tenderness. AlthdLaghirence is very cautious towards the
feeling of love (and women’s obstinacy to get #)aareliable feeling which can keep a man
and a woman together, here, the reader is left théhmpression that the feminine demand
to be loved might be justified as its lack arousestrong, frustrating and revenging feelings,

in the female soul.
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The tortured man at the end of the novel bexothe symbol of a collapsed
sentationalism, a term used by Lawrence in his “Thawvn” (RDP 285) to denote the
degradation both of flesh and spirit which comea assult of the accumulation of useless
experiences. John Thomas epitomizes the reluctzrtbe male to listen to the female voice
and accept a woman as a true lifelong partneti®ntan in the body and soul. Lawrence, by
vividly depicting through a ritualistic motif thastortion and discouragement of modern man
and woman and their deviation from what is suppdsdze their real nature, dares to
challenge equally both sexes. and make them fasertdsponsibility to really approach and

listen to one another.
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Chapter Six

The Ladybird, The Captain’s Doland “The Borderline”

The Ladybirdand the Calling of the Dark Male

“The Ladybird has more the quick of a new thinghan the two other stories,” wrote
Lawrence in a letter to John Middleton Murry of"2@ay 1923 [_ iv. 447). The two other
stories werd he FoxandThe Captain’s Doll All three were written between November and
December 1921 and published together in 19221 adybirdis based on Lawrence’s earlier
story, “The Thimble,” written in 1915 and publishedheSeven Artsnagazine in March
1917. This earlier version of Lawrence was abostimection: “The fact of resurrection is
everything, now: whether we dead can rise fromdireed, and love, and live, in a new life,
here” L ii. 420). About the same period, Lawrence was fimg The Rainbowvhich was
strongly engaged with the idea of love as a swinich kindles creation, a spirit in which we
need to be strong in order to fight dedthi(424). Lawrence added the central character of

Count Johan Dionys Psanek and gave the story thditie The Ladybirdn 1921.

In The Ladybird Lawrence uses symbolism “less to explore ‘charatbtan to articulate
his radical antagonism, now, to the England anapgihe is about to leave.” Feeling a
strong antipathy for their superficial, democraiidues, Lawrence concentrates more on the
possibility “to crack open the sterile real worldl®18 Europe, and allow a strange
subversive vitality to come through” (Kinkead-Wegl693).The Ladybirdexamines the
compelling attraction between a war-wounded Geraretocrat and Lady Daphne, the

beautiful wife of a war-wounded English officer. ibane, “a tall beautifully-built girl”
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(FCDL 160), is a woman accustomed to live by her wttea than her instincts until she
finally acknowledges her unconscious desires amatffulfillment through the dark presence
of Count Dionys. The characters engage with thigcdlIf task of the soul’s recovery and
resurrection, and this is achieved through the adyament of the self to its dark instinct
symbolized by the Count. It is Dionys who compélks heroine of the story to undertake the
adventure of the descent into the mystery of tlyelps where she discovers the erotic core of
her womanhood. Once more, Lawrence paints theginte of a woman who abides by the
conventions dictated by her social class and ughbrg) but whose temper obstinately
demands a different life: “Yes, her will was fixedthe determination that life should be
gentle and good and benevolent. Whereas her blasdeckless, the blood of daredevils”
(161). Like othedare-devilsin Lawrence’s fiction, Lady Daphne answers theeadcall of

her blood for redefinition of the self.

Lady Daphne is married to “an adorable, tallll\beed Englishman” (182), “a commoner,
son of one of the most famous politicians in Endldyut a man with no money” (160). The
loss the Great War brings — two beloved brotheesidieer husband first missing in action,
then returned scarred for life, makes conventibaglpiness impossible. Her opportune
meeting with the Count reveals, all the more clgdhe utter vanity of a “safe” conservative
life in disregard of the body. Her psyche is in glanof asphyxiation within the confines of a
sick, dying civilization, but her personality emesgn power and significance once she has

the opportunity to find her vital, inner self.
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Daphne’s Inner Conflict: The Apollonian and the Diaysian

Lawrence, like Nietzsche, sees in the Apolloniansysian dichotomy the two polar
opposites which must be reconciled in order fde‘to be produced” (Montgomery 76).
Law, the Apollonian, and Love, the Dionysian, mesitne together as they are the two
principles “operative in the mineral, vegetablej animal kingdoms” (77). Iihe Ladybird
the Dionysian is represented by the short, datkréigpf Count Dionys who may also be seen
as the personification of Daphne’s own inner dargulse. Daphne is a character silently
torn between the opposite poles of this universality as it is reflected both in the world
and her own psyche. She is always compelled bydher wild energy” (161). However she
is a woman who feels she must obey her Apollonide, svhich Nietzsche ifthe Birth of
Tragedy(1872) associates with light and reason. She @l&s nymph as her name
connotes. But she cannot be content unless slsfiessitier Dionysian instinct, the dark,
intuitive part of her, this inner force that is étleternal core of things, the thing-in-itself”

(Montgomery 75).

Like Kate Leslie inThe Plumed Serperbaphne feels the need for a new life and a new
world. But whereas Kate takes the guidance of tineady “awakened” men, to transcend the
existing boundaries of her selfish nature, Daplkrmeaade to suffer by her own blood. Her
awakening becomes an urgent matter of life anchdesther own blood turned against her,
beat on her own nerves, and destroyed HeCTOL 161). It is the rule in all Lawrence’s work
that the woman “feels” the necessity for inner dewithout diagnosing and articulating it
logically — indeed, she is usually supremely irehiéint to analysis. Daphne’s intensity of
feeling draws her to Count Dionys, but, in spitéhef expectations raised by his name, the

man serves as a catalyst rather than her initidfbat he does is to put into words what
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Daphne already subconsciously knows; he revedisitthe possibility of living this other
life her soul yearns for. He is Pluto, only he donesneed to abduct this Persephone: she is

already well acquainted with the dark underworldiéeta

This may be just as well, for Count Dionys’dhieing, like Birkin’'s, never appears
altogether convincing. Graham Hough remarks thapthilosophy Count Dionys expounds
suffers from “misplaced explanatory fervour” (Hodgl) and even F.R. Leavis, one of the
most fervent early advocates of Lawrence, attribtiiee poetic audacities of his speech” to
“his state of extreme weakness” (Leavis 71). Kirtk®éeekes argues that his “rhetorical and
symbolic language enables Lawrence to dramatizeeaplbre his own rejection of Europe
without having to take direct authorial respongipilor his character’s ideas” (Kinkead-
Weekes 694). For Daphne, the Count’s rhetoric gre&t importance for even if she clearly
hears the calling of another mystic life, she ngedsear and believe it all, and her rapt

reception seems natural enough and dramaticallyigads

Daphne responds most fully to the mystical atioa she feels for the Count “after she had

heard him singing”:

she had suddenly collapsed away from her old isetf,
this darkness, this peace, this quiescence thalikeaa
full dark river flowing eternally in her soul. Shad gone to

sleep from theuit blancheof her days.KCDL 219)

Daphne is very near the point of the dissolutiothefself, the point where, into a state of

transcendence, will finally set herself free antl manage to escape from the dull, joyless,
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sterile life that must follow. She must now abantiwa bright god of light, Apollo, and

follow her Dionys[us], her dark instinct.

Death and Destruction and the Need for Rebirth

Count Dionys is Daphne’s seducer in the mannen@fyjbd Dionysus who used to seduce
innocent, young girls and convince them to follomhHe is the man who opens the door for
her imprisoned soul to see the light, as he aroslesr the desire to unite with the ecstatic
mystery he represents. He comes from a world thriatanconfusion, the world of the Great
War, whose anarchy and absence of logic turnatantvorld of Dionysian chaos. The Count
resembles the maimed soldier described in “The @Gtavwo had “a newly — wakened child

in his face” RDP 291), provoking the admiration and the desirdhefwomen around who
wanted “his consummation, his perfect completemebssrror and death.” For Lawrence, the
destruction of the war constitutes also a roaebarth: “The spirit of destruction is divine,
when it breaks the ego and opens the soul to thie Wweavens. Aphrodite is, on one side, the
great goddess of destruction in sex, Dionysuserstrit” (292). The Aphrodisiac Eros, the
sacred feeling, which, according to Bataille, “aitels” the body, is for Lawrence the

purifying feeling which brings woman closer to kesmanhood.

The destruction and death brought by the waratso bring about resurrection, as the
narrator ofThe Ladybirdobserves: “We may give ourselves utterly to destvac Then our
conscious forms are destroyed along with us, anteang new must arise.” Inside Count
Dionys the obstinate death instinct he so readdpldys, co-exists with an unquenchable life
force, two polar opposites which somehow do nathéa apart. Having come under the

shadow of death and survived, he still envisagashdend destruction, he still wishes — albeit
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a little too vocally — a thousand times to be déadhe buried alive, “very deep, and dark, and
the earth heavy aboveFCDL 167). Yet, soon after, he tells Daphne: “I wish sh@ would
shine on my face” (170). His wishes appear so agtso uncontrived, that they do not
appear contradictory. Lawrence considers the dadet which the Count stands for in the

story as a crucial part of the life force: darknasd sunlight are both vital for life to flourish.

When the Count is first seen, seriously wountieds almost dead: “he lay there a bit
loose, palpitating humanity, shot away from theypboflhumanity” (167). But he also comes
from the ancient dark forests of Central Europdthdugh “not an Aryan, surely” (159), “he
must belong to one of those curious little aboagjnaces of Central Europe” (164). Like a
true son of the mysterious past, who has beermpoigh the madness of the present, he
readily associates himself with “the blessed Godesitruction [...] The God of anger, who
throws down the steeples and the factory chimneyjsthe God who pulls things down:
especially the things that men have put up” (1B@re, as before, Count Dionys wishes for
the end of the human civilization. He wants to lwkatn “the world of man” (187). The
Count here clearly expresses the Nietzsch®dlrzur Macht the idea that the noble man who
aspires to a revitalizing world of the instinct miglso “encompass|es] joy in destruction”
(ANR147). Count Dionys expresses his instinctive wiltiestroy the corrupted work of man
in order that this world be renewed. This, as noewd earlier, was also Lawrence’s idea of
death and resurrection: the phoenix was the sywibis regeneration taken from Jenner’s
Christian SymbolisniSchneider 91), connected with the belief in thevidual. It was in the
hands of the powerful individual (the higher manNbetzsche) to distinguish himself from
the mob and bring about humanity’s rebirth. Althbilge Count refers openly and repeatedly

to the cleansing, creative aspect of destructi@ahdmtomposition, and his own wish for
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death, it is contentious whether the theme of destm or self-destruction is the main theme

of the story.

There can be no doubt tidte Ladybirdstops well short from being a story of destruction
like Women in LoveStill, a grim sense of dissolution and disillusis immediate and
persistent. The story depicts England as a deegqlynatized country where the old spirit of
nobility and faith in human progress has died fereand all four characters, the scarred
survivors of the Great War, must suffer the consegas with little hope of complete
healing. Daphne’s own life is devastated as “deattimed to be mowing with wide swaths
through her family” ECDL 157). Apart from her husband who is lost in the Mzaphne has
the misfortune to have her first child born dead] ahe herself, in all her great beauty, seems
frail and threatened with phthisis. Thus, Daphike, the Count, also wishes “for the end of
the world [...] the world of man” (187). Faced wilount Dionys’ utter negativity and
repeated expressions of the death wish, howevehatomes positive in spite of it all, and
encourages him to restore his hope in life agaihe“war will end. And the suhoesshine,
even in the winter in England” (170). Behind th@@g@rence of sadness and fragile beauty,
there is hidden Daphne’s real nature, the devitieyghe devil that makes people alive, the
good devil that pulls the strings of life: “Daphinad married an adorable husband: truly an
adorable husband. Whereas she needed a daredéil. So Daphne’s instinctual urge is
directed towards passion and life, it is the femenirge to find her lost vitality and energy.
Daphne’s life-urge meets the Count’s death-wistheDionysian under-world, the place

where their holy merging will take place.
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The Mythical Allusions of the Hero and the Heroine

Daphne comprises both light and dark forces. Sliest depicted as an Apollonian deity of
light and life, imposing as Athena, the Greek gaddaf wisdom, as she leans over the small
dark figure of the Count during their first meetiagthe hospital, extracting from him a half-
admiring, half-protesting inanity “you are so ta#l you stand’KCDL 166). Lawrence
deepens her appearance even more, by depictiraghedependent as an Artemis or
Atalanta, the lith, free-minded huntresses anepitr tomboys of the Greek pantheon. She is
also explicitly associated with the night, the maworl the water: “You know, it [her hair] is
the Hermetic gold — but so much of water in itthed moon” (171). The moon and the water,
the Jungian archetypes of the feminine, intermihgiee with the power of “Hermes
Trismegistus” that is the ancient Egyptian god Fhtte founder of the art of the alchemy
(261, note: 171:12)Daphne’s hair, it is suggested, has the healingep@ivprecious metals
and in fact Daphne is there to “heal” the Countrdaealing to him the possibility of a new
life in the light. But Daphne is also sensitive dragjile: “Her wide, green-blue eyes seemed
like the heart of some curious, full-open flowarne Christmas rose with its petals of snow
and flush.[...] She stood there passive and indonatgthi71). There can be no doubt that the
heroine will accept and embrace this primal asp&berself when it comes to the surface —

and it will, sooner rather than later.

The semiology of the Count’s description is alsmarkable. Lawrence selects every detail
with an eye for its symbolic significance: the urtaa origin, ancient and mysterious, of
some curious little aboriginal race (164), “his dmenimal ears,” (165), his smallness, his
swarthy, vaguely simian features, his very namegaadtain unmistakable, primitive,

chthonic associations and allude directly to thetexa pagan deities of ecstasy, the ancient
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antitheses to the Olympians. Dionysus, of coursmes immediately to mind, as does Pan,
the god of vegetation and a merry prankster of kknegthology. In “Pan in America,”
Lawrence conceives of Pan as the symbol of a geelaspirit which man had to rediscover:
“In the days before man got too much separateftaff the universe, h&asPan, along

with all the rest” Phoenix24). As inSt. Mawr Pan becomes the symbol of the human
being’s wild nature, an archetype of the univenssiinct of the wild spirit and soul which
modern man has lost. Count Dionys represents thawéreness, what Lawrence called “the
blood consciousness,” the connection of the mahedaniverse, his relation to every living
thing that exists on earth (see also Introductib@phne’s internal need is to be restored to

this old knowledge.

Basil, Daphne’s commoner husband, is the seomardin the story. There are no primitive
associations about him, but he too comes “back trmreast, from war and deat#GDL

189) and bears its marks upon both body and soul:

His face was gaunt, and there was a curious deathly
sub-pallor, though his cheeks were not white. Tda& s
ran livid from the side of his mouth. It was notway big.
But it seemed like a scar in him himself, in hiaibras it

were. (192)

As Kinkead-Weekes claims, the germ of LawrencetBezaversion “The Thimble” probably
lays in Lawrence’s “imagining what it must have éike for [his friend] Lady Cynthia
when Beb [her husband] came home from the frontinded in the mouth” (Kinkead-

Weekes 692). Basil, the wounded husband, has cacledive, but brings the shadow of the
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“white death” the mark of death “still upon him.’'aphne cannot fail to notice the differences
from the man she knew: the “incomprehensible cadne his very fire,” “the strange
coldness in his voice,” “his white, awful facd?@DL 192). Like a man surprised by life after
coming so near death, “Basileus, the King of thgidee” (Kinkead-Weekes 695) resorts to
an adoring, quasi-religious emotion in the nearoé$ss wife: “But you look like the beauty
of all life — as if you were moon-mother of the Waor Aphrodite. —” (191); “I knew you
were divine,” he tells her; “you were the one — Elgb- Isis. | knew | was your slave. |
knew” (193). Basil endows his wife with a mythickinension. She combines qualities of
goddesses from different pantheons: First, sheeif\phrodite whom Lawrence labelled “the
mother and bitter goddess” in tRantasia of the Unconscio$84). In the eyes of her
enchanted husband she also combines the divinay efarth-goddess, Cybele, with the
fertility power of the Egyptian goddess Isis. Thmggling of Egyptian and Greek mythology
is in accordance with Lawrence’s belief that “tmeag myths all relate to one another”
(FCDL 266, note 193:104 belief which probably springs from his readindg-céizer who in
The Golden Bougalso claims that the myths of Aphrodite, Dionydeetsephone, Cybele

and Isis are identical (265, note 190:36).

Basil continues to kiss his wife’s hands, tkaeels and kisses her feet, an act symbolic of
religious respect or even supplication, understhlediaom a man who has suddenly been
restored to life. Daphne, for her part, feels @swf new, extraordinary strength at this
desperate manifestation of devotion: “She realtydiee could glow white and feel the
universe like the moon, like Astarte, like Isi&diVenus. The grandeur of her own pale
power” (193). Basil offers himself to her as “asfme” (195), willing to let his blood flow
on her altar. After the brutal reminder of his natity, his wife has become an immortal

divinity for him: “White! White! And immortal!” (1%). But Basil’s adoration of his wife is
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portrayed as empty and superficial, completelyedéht from the Count’s who can read her
deeper feminine soul and respond to its callingilBen contrast to the Count, has learned
nothing from the destruction of the war, a destactvhich never functioned as a
regenerating force for him as it did with the Cou@dunt Dionys, like the mimed soldier
described in “The Crown,” undergoes a processlaftfethrough destruction. Their old

conscious was utterly destroyed to be replacedrimmaone:

To destroy life for the preserving of a staticjdigprm,

a shell, a glassy envelope, this is the lugubramisvity of

the men who fight to save democracy and to enfighiling.
The fight itself is divine, the relation betrayedhe fight is
absolute. But the glassy envelope of the estalalisbacept is

only a foul nullity. RDP 294)

Basil has never abandoned this “glassy envelopeiuvilfzation. Like Philip Farquar, the
pathetic husband of Katherine in “The Border Limd¢iom Lawrence juxtaposes with Allan
the brave soldier of the war, Basil cannot undestar satisfy Daphne’s need for
consummation with a real male. Fortunately Daphke Katherine, possesses a strong

instinct which leads her to the “correct” man.
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The Thimble

Daphne knows that this is not the legitimate dewoa woman should receive from a man.
She offers her husband her left hand, but uncouaslihe still holds in her right the gift of
the Count, the thimble that bears the image ofdadythe heraldic animal of Count Dionys’

family crest, symbol of the real connection of th@man and man, as he tells her:

In our family the shirt should be made and washed b

woman of our own blood: but when we marry, byhie.
So when | married | had sixty shirts, and many othimgs
— sewn by my mother and my aunt, all with my injtaand

the ladybird, which is our crest.” (174)

The emblem of the ladybird symbolizes the conneatibthe Count with the women in her
family. In the story of 1915, the thimble, whichdbog this image, is thrown out of the window
by the heroine: a symbolic gesture of defiancdnefdast, a past which is completely
meaningless in the present (Kinkead-Weekes 692)tH@uthimble which Daphne holds in
the final version of the story, serves more asstmbol of her consciousness in the blood,
her other self which remains unmoved by her huskariohd, desperate, misplaced worship:
“Alas, she was not the goddess, the superb pesoained her’ (196). Her husband’s
ecstatic “adoration-lust” (195), sounds vacantnyaven absurd, in comparison to the

Count’s passionate, challenging, overwhelming cesite:

But |, even I, | know you have a root. You, and ryou
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leaning white body, you are dying like a lily in a
drawing-room, in a crystal jar. But shall | tellyof your
root, away below and invisible? My hammer strikes, f
and your root opens its lily-scales and crieshersparks
of my fire, for my fire, for my fire, for your achg lily-root
— Ahyou don’t | know you? And am | not a prisoner.
Prisoner of war. Ah God, prisoner of peace. Dotlkrmw

you, Lady Daphne? Do | not? Do | not? (188).

This striking metaphor of a dying flower cut ofbfn its root, which remains under the
surface, waiting to sprout and bloom again throtghforceful fecund influence of the
sparks of fire, illustrates Lawrence’s conceptha teal union in the blood, the most dynamic
relationship between the two sexes, which is basgoassion and desire. The metaphor of
the flower and the fire brings feminine fragilitygether with the male power in a dynamic

expression of the eternal union of the male ancafem

The Thimble thus provides proof that the Cazart meet Daphne’s needs and wishes. It is
the symbol of the dark underworld, of Daphne’s j@y to the world of instinct and emotion.
It combines emblems from the Christian, the andigneiek and the Egyptian religion: The
ladybird (“MarianKafer” in German), is the Chrigti@mblem of the Virgin Mary, the snake
often stands as a symbol of Dionysus, and the Eagygtarab is the symbol of the sun-god
((262, note 173:24). Lawrence had found a discassidhe symbol of “scarabaeus” in
Blavatsky’s bookThe Secret DoctrinéKinkead-Weekes 388), where it is described as the
symbol of man’s metempsychosis.Women in LoveBirkin likens the face of an African

statuette of a woman to a scarab, a symbol ofrftiistic knowledge of disintegration and
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dissolution, knowledge such as the beetles haw#’253). This is also Count Dionys’
knowledge, the mystic life of another world, therldoof destruction and corruption which

precedes rebirth.

The Merging with the Other

Daphne, as we have seen, responds to the mysteabung) of the Count when she hears him
in the silence of the night singing, or rather ‘@nong” to himself the “old songs of his
childhood” FCDL 212). Their meeting in the dark is a scene redaéntystical

communion:

Then suddenly, without knowing, he went acros$ien t
dark, feeling for the end of the couAnd he sat beside
her on the couch. But he did not touch her. Neithe she
move. The darkness flowed about them thick likeot|o
and time seemed dissolved in it. They sat withsthell,
invisible distance between them, motionless, sdessh

thoughtless. (215)

Both man and woman have been swept off their featflood of dissolution. The darkness
has released them from the bondage of consciousriesis kept them imprisoned during the
daylight. They are impelled to seek union in thekghaut despite the thick erotic tension they
stop short of actual sexual consummation. When Bapbuches the Count with her
fingertips “a flame went over him that left him nmre a man. He was something seated in

flame, in flame unconscious, seated erect like gyptan king-god in the statues” (216). In
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the silent, motionless statues of the Pharaohsrdrave recognizes the “spark between man
and the living universe’'RDP 316). Daphne’s meeting with the Count is a sinfidending

of ‘magic’ and ‘mystic’ to Birkin’s encounter witbirsula in the “Excurse” episode of
Women in LoveUrsula’s touching of Birkin “shifts consciousndssmn mystical-magical to
purely mystical” (Burack 122), a knowledge in thegldlike the one Daphne and the Count

acquires in their mystical meeting when words ceasktouch takes over:

Her finger-tips slid down him, and she herself slavn

in a strange silent rush, and he felt her facerasgiis
closed feet and ankles, her hands pressing higgnkl

He felt her brow and hair against his ankles, beefagainst
his feet, and there she clung in the dark, asspace below

him. He still sat erect and motionledsCOF 216)

Count Dionys becomes the fire which can unite with Daphne’s root and rejuvenate her.
Further mythological associations are producetbyay Daphne feels for and identifies

with the female swan of the Count’s song, the hihd fell in love with a hunter:

So she became a woman and married him and had three
children. Then in the night one night the kinglod swans
called her to come back, or else he would die.|Qolg

she turned into a swan again, and slowly she opkeedide,

wide wings, and left her husband and her child¢2h5)
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It is a story rich in symbolism which alludes te timyth of the Greek god Zeus’
metamorphoses to a swan in order to seduce Leddam&lavatsky had also referred to the
swan’s mythical association with Apollo, the godight (271, note 215:7). Lawrence refers
to the swan as the bird of corruptid®¥P 293), which might suggest that Daphne is
“seduced” and “corrupted” by the Count. She abardigit and sun, she abandons the
Apollonian side of life to join the mystic darkne3$e bitter-sweet romantic tale triggers her
epiphany, the recognition and acknowledgement ofrlae rightful master, and like Mary
Magdalene, she kneels in front of him — as her &ndthad done in front of her — and wets
his feet with her tears. But she is not asked smgk her life and finally join with him. The
real change she has undergone is an internal riesobe and can never be reversed: her soul
has been released from the constraints of her otioval life; she has had the satisfaction to
see and touch in flesh and blood what her innémsaes$t yearns for. The final salvation is a
secret, mystical one which takes place not in tbddhof everyday reality apparent to all, but
in the ever more real world inside her. Daphne appt make no outward change to her
life; she remains for all the world the devotedendaff Basil, she has become “the night-wife
of the ladybird” FCDL 217), for she has now discovered the mystic passibiood, which,

Lawrence insists, is the very source and origithefhuman being.

Daphne possesses a cultivated female instihicwbrings her home in the end. She dares
to embrace her “dark other” and her descent indautiderworld of Count Dionys is
essentially a successful one. Her self-awakeningatabe seen as anything, but a significant
achievement, all the more remarkable since shéohasish aside, not just external social
restrictions, but also the far more binding setipbsed rules. Although the conditions of her
life do not change, from that moment of revelatonDaphne is a different person: “She was

so still inside her. She could sit so still, andl filne day slowly, richly changing to night. And
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she wanted nothing, she was short of nothing” (22Bis inner resolution is tinged with a
guasi-religious intensity which serves to makedrex of the most remarkable of Lawrence’s

“sacred” female characters.

The Captain’s Doll the Feminine Creativity and the Threat for the Mae

The Captain’s Dolis the less discussed of the three stories, writegdween October and
December 1921The FoxandThe Ladybirdare the other two). It seems to have been based
on “The Mortal Coil,” first written in 1913, andvised by Lawrence in Cornwall in 1917,
when it took the titl&'he Captain’s DollLawrence called it “a very funny” story {v.109),

but soon afterwards he expressed his worry to Maeinabout its future success: “good, but |

don’t know if it will sell” (L iv.112).

The story can be seen to dramatize a numbeleakiconcerning woman’s power over
man and her insistence on controlling him, ideagwtvould be presented and discussed
more extensively iPsychoanalysis and the Unconscig¢li821),Fantasia of the
Unconscioug1922) andstudies in Classical American LiteratuiE923). In these works, the
woman is often seen as a predator who seeks tareape male and take away his power
and masculinity; in other words castrate him. Tlenan’s love is used as a weapon to
destroy the male by depriving him of his indepergeand his capacity for rational thought,
action and ultimately creation. The woman of thesys however, displays, through her
artistic capacity and imagination, her power totbeeugh appearances. The creation of the
doll by the woman, a creation which parodies heetpis the dramatic but also artistic
utterance of her passionate feelings towards thebman. The woman creates a symbolic

image of her inner dialogue between her undefiresirel for him and her contempt for his
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pathetic personality. In multiple ways, she conds@a new dramatic persona of the man,
revealing to him aspects of himself which he didmow or didn’t want to admit. Although
not related directly to mysticism, this woman’s tges bears the sacredness of an omnipotent

goddess: She is the “eye” which sees directly ihéomale soul.

The Illusion of Love

The heroine of the novella is Hannele, the Germastress of Captain Alexander Hepburn
who serves in the British army in Germany. Shegsuntess and an artist: she makes dolls in
her private studio which she shares with her frigfiidhka, another German aristocrat.
Hannele has fallen in love with the Captain whom shdows with mystery. She is

irresistibly attracted by what she sees as a sapgal, almost demonic dimension in him:
“Her heart always melted in her when he lookedgtitaat her with his black eyes, and that
curious, bright unseeing look that was more likeosel sight than direct human vision. She
never knew what he saw when he looked at HE€TIL 80). Though enchanted, Hannele
feels conflicted and uncertain before she finaliyenders to the magical power of her lover
— if she ever really does. Her character and canuane been a frequent subject of debate
among Lawrence scholars. F.R. Leavis considers‘tiainner shifts in her have been
rendered with convincing subtlety” (Leavis 268) {elsraham Hough thinks that Hannele
displays “a spirited indignation” (Hough 179) atatlshe sees as the Captain’s unreasonable
words and actions. Hannele, although receptivadaliusion she herself creates about the

Captain, is also temperamentally opposed to iktiingy against it even as she is succumbing:

Only he hadn’t anynagic Magic? The very word made

her writhe. Magic? Swindle. Swindle, that was a#imounted
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to. Magic! And yet — let us not be too hasty [Y.ds. Yes, she
was bound to admit it. There had been magic [ut]tBe

distaste was in her mouth again.

She is then struck by the thought that “perhapsdlsillusion was a greater illusion than the
illusion itself.” Hannele is not the kind of womémbe mystified by a man. She is the one
who endows him with mystery. Only in this case, fédmaale mystifier chooses to be
enchanted by her object of mystification: “Nay, nidghe could keep the illusion of his
charm, she would give all disillusion to the deihy, only let her be under the spell of his
charm [...] It was all she yearned foP@DL 107). This is the deliberate self-deception of a
woman who needs to fall in love and is determirgeetnain so although she can see clearly
that the Captain is a “limited, inferior, slightbyetentious individual,” a man “vulgar and
horrible” (106). Hannele chooses not to destroyetkieaordinary image she first created of
him: “the queer figure that sat alone on the roafching the stars! The wonderful red flower
of the cactus” (107-108). In this game of decortdiom, the woman deflates both
oppositional terms, by making them essentially équd thus interchangeable: if disillusion
is as great an illusion as illusion itself, Hannslguite right (and happy) to prefer illusion to

disillusion.

Lawrence seems to suggest that it is the won@oge to live her dream in spite of its
object, and this makes the man a prey of the wognan as it appears that she is irresistibly
attracted to his “magic” — in opposition to herlhaihd reason. Through Hannele, we perceive
both the man’s basic significance, albeit as arsidin, and his essential insignificance, his

vulgarity and triviality. Lawrence makes his poaptparent here: the man’s demystification

207



happens as soon as he becomes a tool in the hbadgonan, something immediately

signified by Hannele’s making of the puppet th&tis“perfect portrait” (76).

The Male Strategy

The Captain’s inability to satisfy female needalso apparent in his marriage for there too
his fundamental failings are apparent. His desonpdf his wife reveals his own tendency to
mythicization: “she was exactly like that fairytime Scotch song, who is in love with a
mortal, and sits by the high road in terror waitfoghim to come.” In thus mythicizing his
wife the Captain has made his own illusory realitg.describes her as a bird in a cage, and
this cage is almost redeemed as another realdy pfihis wife’s: “But she loved the cage.
She loved her clothes and her jewels. She mustlbaed her house and her furniture and all
that with a perfect frenzy'HCDL 112). The Captain becomes the kind, generous srapli
his wife’s illusions, while at the same time he keti acquires another illusory world to take
refuge in, namely astronomy and his garden, ardsfeatisfaction in what he sees: “It's been
wonderful. Instead of looking inside the cage, d&llat my bird, or at her [his wife}- |

look right out—into freedom—into freedom—" (113). The moon he sees, distant, mysterious,
female, offers the promise of a new life, and eyabie kind of life to which his wife could
have absolutely no access: “She used to say sh@ndoeally look at the moon, it made her
feel as if she would fall down a dreadful height1Q). The Captain obviously feels
comfortable with his wife’s imposed limits, for hever tries either to bring her to the real
world or take her with him in his imaginary, madigaurneys to the moon. Speaking of her,
he sounds as if he is unwittingly telling the stofya woman forced to conform to a pre-
fabricated image, one of his rather than her makiings, it is no surprise to find out that he

welcomes the news of her sudden death: “He wadygapfoundly thankful that his wife
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was dead. It was an end of pity now; because, thoag, she had escaped and gone her own
way into the void, like a flown bird” (115). It lss own release, however, that is primary in
his mind. It is perfectly clear that the existent¢his “domineering but genteel little woman,
very much like Mrs Morel irsons and LovetqBalbert & Marcus 152), weighs heavily on
the Captain. Fortunately for him, he does not havéll her since fate spares him both the

trouble and the guilt.

The physical presence of the Captain’s witayéver, as Keith Sagar points out, is not
only a hurdle in the natural progress of the stattypse subject is the relationship between
the Captain and Hannele, but also an obstaclesiCtptain’s progress towards mental and
emotional maturity, much in the same way that M@&llwas an obstacle in Paul’s process
to adulthood (Sagar 116). This negative mythicaratf women — a process | have referred
to in the chapter oBons and Loveras a sort of Jungian projection of the male wtehis
feminine characters — has a beneficial effect empdychology of the male hero, as it often
provides a solid excuse for his actions and feslangd helps him present a better, even
romantic image of himself. The death of the “mythec” woman, which naturally brings
deliverance from a number of anxieties and dilemrhas important consequences for the
hero’s personality and psychology. Soon after #etld of his wife, for example, the Captain
admits openly that his marriage was “a ghastlyidft&CDL 150) precisely because it was
based on love, and comes to the conclusion thaé‘i®a mistake.” Although he still wants
marriage, he is adamant he does“want marriage on a basis of love” (149), echdiege
Lawrence’s ideas about the conventional kind oélashich leads to conventional marriages
based on the Nietzschean “Wille zur Macl&tydy99) the male wish to dominate or the
female wish to “receive administration of the mgl@9-100). This kind of marriage based on

this kind of love, fails to respond to the real sfameous connection between a man and a
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woman which is the natural connection when the fwantures within the unknown of the
female” Studyl00) and the woman turns “towards the sunrise l@dbtilliant, bewildering,
active embrace of a husband” (101). As we have, sbenthe absolute union between the
male and the female for Lawrence, a union basa@ti@mutual, natural urge to join the other
and not on a false social bond which condemns s@iths to a boring, meaningless and

lifelong relationship.

The Doll and its Symbolism

Hannele herself ignores the unconscious implicatmfrher making of the doll. But, as the
Captain says towards the end of the story, ifithisot a direct attempt to manipulate him, it
certainly indicates such an intention: “if a wontawes you, she’ll make a doll out of you.
She’ll never be satisfied till she’s made your daihd when she’s got your doll, that’s all she
wants” FCDL 151). Sandra Gilbert acknowledges in the two aygatfemale figures of the
story, the wife and the mistress, the domineermeggnce of two “sinister ‘mothers™ who
“battle for the doll to which they have reduced h(Balbert & Marcus 152). Lawrence
rejects the idea of “romantic love” because “it msila doll of a man” (Kinkead-Weekes

688).

Hannele certainly has no difficulty in seeihgaugh the Captain’s pretence of sorrow at
his wife’s loss, and she never hesitates to prabériely drawn distinctions between
authentic and fictive worlds: “But,” said Hanneleith a touch of mockery. ‘How do you
know you haven’t made it all up — just to consaderself?”” FCDL 111). Hannelelaresto
construct a doll of him, which though “flatteringdther than “malicious” (151) as the

Captain himself concedes, is stdbreal (85): a somewhat frightening handiwork which
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reveals her deep understanding of the Captainsactex and psychology and thus her
mastery over him. “It ifiml— exactly him” (75), says her friend Mitchka, asithed and
delighted. Being the wise woman she is, Hannelergtands, not only her lover, but her

own situation. She knows all too well that “she wagavy and spell-bound, and she loved the
spell that bound her. But also she didn’t lovg(®4). Because she knows how much under
his spell she is, she is able to portray all hetraalictory feelings in the doll, including even

a little ridicule when she dresses him in rarelymfelose-fitting tartan trousers” (76). This
early piece of light-hearted satire anticipateslatr scorn when he turns out to be inferior to
her estimation, and no more than the puppet dfle Wwoman (his wife) who can pull the
strings of his existence and direct him. But evénlerthe Captain remains an enchanting
mystery, Hannele can sense an “irrelevancy,” a fimggessness” in him, which “fascinated
her and left her powerless” (84). It is this eepulity which endows him with a kind of
unearthiness, an “unreality,” which in Hannele’'sation becomet®o real too permanent,

still there to see when the fascination for thesparhas lost its potency.

Hannele undoubtedly perceives his falsenessallity. She is able to see him as an
“absolute nothing” and then the puppet becomebdoisomething “barren” (90), a lifeless
symbol of his insignificance. But, as her handiwa& a work of her art, the doll is also the
emblem of her passion for him. Its making stands& effort to give reality to her dream, to
materialize the image she has of him, to lingemugad preserve forever his every feature.
Hannele is a woman in love, but she is also astagifemale creator who has full, absolute
power over her creation. Still, her creation camaand preserves her own conflicting
feelings of admiration and contempt, love and tiogtit displays all her ambivalence
towards the model. Consequently, there are timeswiannele turns to it with tenderness,

and other times she views it with fear, anxietyerehatred.
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The Jungian definition of the artist comes fadras Hannele seems to be “prevailed upon
by the unconscious,” “the mysterious god” withimr (@MAL119) and projects onto the doll
what is hidden in the unexplored depths of her saul. Her self-division, her repressed
anger and anxiety is hidden beneath the surfaberofreation. This creation is actually an
act of liberation, a reaction to the pressure ofitneer. The heroine narrates her truth through
pure female aesthetics, choosing not languagehbiugemiology of the unconscious, the
semiotic language of art to narrate her story pfession. Hannele is not exactly a sacred
feminine figure in the way other heroines of Lawaremare, but she appears as an energetic
and dynamic feminine personality with a power teed both to herself and to the object of
her art, her power not only to create appeararuasi{usion of love and her lover’s

idealization) but also to see beyond them.

Male Domination

The Captain also feels the ambivalence in theati@iship. He is threatened by the woman’s
perceptiveness and ability: “You've got m&GDL 79), he tells her when he first sees the
doll, and towards the end of the story he seekgtdold of it, symbolically to regain control
of himself and thwart her female power. He alsosaian some control over the moon, the
female deity, through the ancient means of knowdealyd the consolidation of it in the form
of a book about her — becaus®ipta manenthat is, what is written lasts in contrast of what
is just spoken. (On their visit to the dangerowiglr, his determined effort to climb it might
be seen, as Sandra Gilbert points out, as anofheyd of the dangerous, inaccessible
feminine soul he wishes to conquer (Balbert & Mart62). Frederick P.W. MacDowell

claims that the Captain “must try to secure fordeththe largeness of the vital woman’s
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soul, associated with the moon, but he must alsairtite her before he can achieve
wholeness of being as a man” (Squires & Cushmai Halnnele resists and simultaneously
attacks him. She warns him about the danger tleeeglpresents, mocks his plan to write a
book about the moon, and asks him to burn the ipgioff the doll he had bought. It is a sort
of female rationality which takes the form of re¢jen of all he considers important; she
constantly undermines his efforts to triumph inférinine world. Provoked by his absolute
rejection of love, she becomes quite caustic, tagtunclear what, if anything, is resolved.
After the direct and apparently fruitless challeogéis ideas about love being a mistake, she
attempts an indirect challenge too, insisting onitiea of love even as she appears to be
pleading: “But won’t you have me even if | love YSFCDL 153). Even as she offers to
marry him and go with him to Africa, she never &gréo what he demands as a condition for
marrying. The Captain refuses the plea of loveasis that she promise to “honour and
obey” him, but he never extracts such a promiséhdtend, Hannele seems to get what she
always wanted: the Captain, under any conditionghvimight as well be hers as his. The end
of the tale is left open: Hannele is furious atdimmissal of love yet accepts his proposal to
marry him and go with him to Africa. Whether themion will actually be based on the sort
of feminine obedience on which the Captain ingssteft unresolved — an unanswered

guestion hanging over them.

The Surrender to the Female

Throughout the novella, sometimes more and somstiass obviously, the doll is a symbol
of power and an often painful object of contentidannele made it; the Captain says, “it just

sticks to me like a thorn: like a thorr"CDL 151); his wife thinks she should have it (103).
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It signifies Hannele’s artistic prowess, which dealher to give life, and also her deep
knowledge of the man she is in love with, but pisnarily a symbol of the power held over
its original. When the Captain sees it again inviiredow of a little shop in Munich he

immediately acknowledges its power, even in theabs of she who wields it:

Yes, there he stood, with one hand in his pocketl the

figure had one hand in its pocket. There, he stoitid his cap
pulled rather low over his brow. And the figuredhts cap

pulled low over its brow [...] It was such a redlléd man,that

it fairly staggered him. The oftener he saw ig thore it staggered
him. And the more he hated it. Yet it fascinated,rand he

came again to look. (116)

The Captain feels caught by Hannele’s perspicastije realizes that she has intuitively
managed to pick up and include in the doll thelsulnit sure signs of his own weakness. The
doll is as lifeless as he is, as abandoned, unlamddcalone as he feels. All the negatives of
his situation, which he has managed to deny, sugdenface at the sight of this doll, and

this abrupt revelation becomes insufferable. Hamrmlite unconsciously, has set herself up
as a kind of psychic mother, and the doll is heimgi child which represents her permanent

knowledge of him.

Hannele’s understanding of the male soul cbeldeen as a mystical process and the
creation of the doll as a sacred ritual. Her injufeelings endow her with the magic power of
art, the capacity and the need to portray her emstin her creations. This need is a powerful

one and in the Captain’s eyes the woman become=datpr of his psyche, like a fearful
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deity dangerous and destructive as she can rdwealidden secrets of his soul, aspects of his
nature that he ignores. The Captain realizes thaghnot escape from her; she is his “hard
destiny” (115) and he must once more yield to heseems that his dynamic masculine self
has no option but to deal with his inner, shadoegds which he has hitherto failed to

confront.

Once more, the context Lawrence has creatdduelop and state his ideas seem to favour
the woman, who provides a vigorous response tontlle contentions and at the end appears
more successful. The wife of the story, as theinmossession, shows the ruthless streak
expected of a woman fighting to keep what she cansiher own, but the mistress, Hannele,
though not less possessive or, indeed, tough, matesppear to act towards her lover as a
devouring female. Once more, a female Lawrencianastter displays her own autonomous
voice within the story against all opposition —eagainst perceived authorial intentions.
Hannele’s disappointment does not come from h&rr&ato impose her will upon the
Captain, but because in the process, she disctheereal defects and limitations of his
character. The brave, mysterious, independent mitlewvhom she fell in love, turns out
after all to be a construct of her own imaginatiam,illusion she herself made in order to
satisfy her need for passion. But the idea of émedie instinct and its expression is valued
positively. Hannele’s unusual power over the mamoabe understood or explained by him:
it is mysterious and unearthy and thus sacred progaf not awe and fear at least

admiration for female wisdom and farsightedness.
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“The Borderline”: Katherine, the Modern Persephone

As soon as Lawrence and Frieda returned to Lonawn their first visit to America, they
decided to visit Paris (January of 1923), and tenNancy and Strasbourg, the couple
arrived in Baden-Baden where Frieda paid a visiteiomother before they left again for
America. It was around this time that Lawrencetsthwriting “The Border Line” in which
the heroine Katherine Farquar takes exactly theegantte from Paris to the Rhine, “the
miserable journey” as Lawrence describes theirttri@ermany (Ellis 160). In the story,
Lawrence seems to dramatize his fear of being yedray Frieda and John Middleton
Murry, Katherine Mansfield’s second husband andeswe’s friend since 1912. Lawrence
was always suspicious of an undercurrent of atadietween the two, an attraction which
finally brought the two together soon after Lawresaeath. Murry is recognizable as Philip
Farquar, the pathetic little man who replaces Akatherine’s first husband and who at the

end is vanquished by the overwhelming presencdasf'é ghost.

Lawrence wrote three versions of the storysieond of which was published in
September 1924 in both the American magadmart Setand in the English periodical
Hutchinson’s The third and more complete version of the sagyeared in the collection
The Woman Who Rode AwiayJanuary 1928. In it Lawrence had to rewriteghding
because, when the proofsTdie Woman Who Rode Awagre sent to him, the last four
pages of “The Border Line” were missing. Both vensi of the ending, however, involve
Philip’s death and Alan’s triumph, a triumph whighfolds in a gothic atmosphere of a
ghost—eum- horror story, the genre of which Edgar Allan Ra@es the most known
practitioner, and whose stories Lawrence had ardlyzStudies in Classical American

Literature (Ellis 163). Here Lawrence too concocts a stohwupernatural elements.
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The heroine of the story, Katherine Farquhessatisfied with her surroundings and
disappointed by her life, manages to cross thedsbing into a different order of being,
where she meets her first husband and decideayavith him in this extra cosmic
dimension. It is worth noting right away that hppaarance suggests that she is a typically
earthy and sensual woman, not at all otherwort@dyhandsome woman of forty, no longer
slim, but attractive in her soft, full feminine waiyWWRA77). She has been married twice.
Her first husband was Alan Anstruther, a Scottisldisr killed in the war and described as
an archetypal warrior hero: “a born Lord,” a “reaiied fighting Celt” (78). This makes a
striking contrast with her present husband, Philian’s friend, who is totally different: a
small man and a “dark” “insidious person” (79).el$tory opens with Katherine’s departure
from Paris to Baden-Baden where she is to meesibar. On her way to Germany, she stops
at Strasbourg, where during the night, under th@osing presence of the town’s cathedral,
the ghost of her first husband appears to herevant which changes her and her life

forever.

From the very beginning, Lawrence highlightgh€aine’s feminine obstinacy as well as
her sense of unfulfilled potential: “Secretly sonmene inside herself she felt that with her
gueen-bee love, and queen-bee will, shaddivert the whole flow of history — nay, even
reverse it.” Lawrence, drawing probably on Frigdar, whom “queen-bee” was one of his
favourite nicknames, Ellis 161), insists on emphagi the woman'’s egoism which is soon
to be abandoned after the revealing meeting witthbisband’s ghost and the
acknowledgement that this man was her real hustvéedh she should have appreciated

when he was still alive.
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The three characters in this story could les ses a variant on the mythological erotic
triangle of Aphrodite, Ares and Hephaestus. Kattegrof course, is the beautiful, voluptuous
Aphrodite; Alan is Ares, the proud, fearless goavaf and Philip, the little man, Hephaestus,
the lame, unglamorous smith of the Olympian gaasful husband of the love goddess and
the archetype of the weak cuckold who has to stifewife’s amorous adventures. In this
case, Ares or Alan (and Lawrence himself) winsaiuhe end: Katherine returns to him; her

body and soul belong to him alone and Philip dieteated by the dead man’s spirit.

Katherine’s going to Germany is analogous jmuaney to another world. Lawrence’s
quasi-gothic descriptions of the German landscappgpe the reader for her transcendental
experience and her gradual abandonment of heglivirsband and the real world and her

entry to a different order of reality:

The flat, grey, wintry landscape, ploughed fielflg@yish

earth that looked as if they were compounded otlag of

dead men. Pallid, stark, thin trees stood like \weside

straight, abstract roads [...] With sudden horrorr&atized

that she must be in the Marne country, the gh&ddgne country;
century after century digging the corpses of fiatsttl men

into its soil. [...] Perhaps even the corpse of hen onan

among that grey clay. (82-3)

Katherine feels the abhorrence of the place whidescribed as a living Hade. On the train
to Germany, she “deluded [herself] into feeling2)8an “oceanic” condition during which

she crosses the boundaries of the self and jommsedbmos:
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And as she slept, life, as she had known it, seatiéd turn

artificial to her, the sunshine of the world anfeitl light,

with smoke above, like the lights of torches, amdds artificially
growing, in a night that was lit up with such intéx that it gave

the illusion of day. It had been an illusion, hé-day, as a ballroom
evening is an illusion. Her love and her emotidmes, very panic

of love, had been an illusion. (83)

Katherine withdraws from this supposedly real wpwhich has now become an illusion,

and becomes part of another reality: that hidddghenunconscious perception of things. She
plunges into an enlightening meditation which lehésto a profound encounter with her
psyche, her unknown inner world which she can nesvreflected in the world around her:
“The audible overtone of our civilization seemed&wearing thin, the old, low, pine forest
hum and roar of the ancient north seemed to bedsegithrough. At least, in Katherine’s
inner ear” (89). This may seem very much like ald@alife, the decisive crossing of the
border line that marks the designated limits ofdlteconsciousness, and the descent into the
underworld of the self. But this descent is showbé more real than conventional reality, an
initiation into the realm of death, the realm whshe is to meet her first husband again and

be reunited with him for life.

Katherine is far from being afraid of this eall She looks forward to it excited and free
from doubt: “Philip had never existed, only Alardrever been her husband. He was her
husband still. And she was going to meet him” (&)e values her mystical experience and

vows to protect it: “Now, in the afterwards shelizad how careful she must be, not to break
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the mystery that enveloped her” (86). She knowsdlsmall mistake on her part, any
indulgence towards the female selfishness that tsspdssess her while her husband was

alive, would spoil it:

She must not even try to think about him definitelgt to
realize him or to understand. Only in her own worsaoul
could she silently ponder him, darkly, and know lprasent

in her, without even staring at him or trying todihim out.

The overwhelming force of her husband’s presenseshapt away her old egotistical self;

his unexpected resurrection has brought abouteth&mrection of her own soul and turned her
into a new, heightened version of herself, distaorh the trivialities of the everyday world in
which she can no longer feel any affection. Shezesmthat she has no choice; she must truly
live at the very border of the known; she has mdweygbnd the conventional world into a

penumbral, quasi-mystical state of fusion with ¢tiger. Ordinary life no longer appeals:

The people looked pale, chilled through, and doomed
some way. Very far from her they were. She felbi sf pity
for them, but knew she could do nothing [...]. Andythooked
at her, and looked quickly away again, as if theyewuneasy

in themselves. (87)

She has become alien, strange, altogether difteretorably drawn into this other world of
the unconscious, she can no longer adapt to tlad’ ‘nerld. On the contrary, her new mystic

life by the side of her dead husband is an attra@nd promising one:
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Now she knew it, and she submitted. Now that she wa
walking with a man who came from the halls of death
to her, for her relief. [...] She went at his sidi@| s

and released, like one newly unbound, walking & th

dimness of her own contentment. (86)

Katherine becomes a Persephone who chooses tio lvades of her own free will. Pluto is
her chosen one, the one she truly desires, andieshs her life in the darkness of the

underworld as a blessing rather than a curse.

This sudden enlightment is not accidental. llikedy Daphne imheLadybird Katherine
possesses, as a natural gift given to women atbadeeling for the numinous other, the
tendency to embrace it and become one with it.gidtkic environment in which Lawrence
places the story might be “suggestive” of “powetiut subterranean psychological conflicts”
(Ellis 163) which in this case might be Lawrenoaven but still it is apparent that Lawrence
believes that this feminine openness to the mystiteer constitutes a sacred capacity of the

woman to cross real and imagined boundaries.

The cathedral, under whose shade the couplésragain, stands as a symbol of a power

which must bring destruction before it can alsa@niesurrection:

And dimly she realized that behind all the ashygraind
sulphur of our civilization, lurks the great-bloockature

waiting, implacable and eternal, ready at lastrtsie our
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white brittleness and let the shadowy blood moeetesnce

more, in a new implacable pride and strengttiWW(RA85)

In the light of what is to come, the message ssiggeby this gothic description of the
Cathedral, seems quite clear: we have to admidaneness hidden deep in the human psyche
so that “a new implacable pride and strength” caerge. As inThe Ladybirddisaster and

destruction must necessarily precede rebirth.

Even after her arrival in Germany, Katherina sall hear the “hum and roar of the ancient
north” (89). She feels that she participates im@acient mystery; she can feel the “earth,
strong and barbaric.” The soil of occupied Germiartyaunted by a spirit “watching,
watching over the vast, empty, straight-furrowedds and the water-meadows” (88). Thus,
Katherine’s adventure becomes a return to the gastsurrounded by a pagan aura, the “old
barbaric undertone of the white-skinned north” (839 her transformation becomes a ritual
which unfolds in the background of a land devastatethe recent war where the spirit of

ancient times still lurks.

Katherine, like all typical Lawrencian heroin&ads refuge in the forests. There, she feels
once more the supernatural presence of her fittdnd. The forest is the place where she
comes into bodily contact with him: “He led herdhgh the woods, past the red rocks” (98).
In the periodical version of the story, before Lamge changed the ending, the scene is even

more supernatural and “more bizarre”:

And again, as he pressed her fast, and pressedltis

face against her, it was as if the wood of the itissdf
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were growing around her, the hard live wood conmgings
and almost devouring her, the sharp needles brg$tan
face, the limbs of the living tree enveloping reushing
her in the last, final ecstasy of submission, sgungefrom
her the last drop of her passion, like the coldte/berries

of the mistletoe on the tree of life. (Ellis 163)

Here the description of Katherine’s love-makinghatier husband’s ghost is almost as
overwhelming as Connie’s and Mellors’ love-makimgrse inLady Chatterley’s Lover.
Both women meet their lovers in the woods and a@lbenn through the sexual act. The sexual

act, as ever in Lawrence, is central to the mystieasformation of the heroine.

The second husband, Philip, is the little nftre little one” WWRAQO0) of the story
metaphorically as well as literally. In contrast#ian’s masculine personality and brave
spirit, he is small in stature and deficient inrgpbeing simultaneously cunning, ruthless and
spineless: “Philip was cleverer than she was. Haeaeup. The queen-bee, the Mother, The
Woman, the female Judgment, and he served herswiitie, cunning homage” (81). But
Philip’s flattery of his wifesatisfies only her feminine vanity, but not her rezed to be and
feel as a woman ought to feel when she is togetithr‘the man of her spirit”$tudy53), the

man she loves.

Philip’s existence is necessary for Katheriraiskening. The polar opposite to Alan, he
serves to awaken her to the reality of her lifehhmast and present. Through her second
marriage, Katherine comes to realize what a migasyto live with such a dull little creature,

and by comparing him to Alan, she finally recogsiber first husband’s immense all-round
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superiority. Superficially, Philip seems to be Hetrayed man of the story. But the really
betrayed one is Alan, “the lion,” whose wife becanhilip’s spoil as soon as he falls in the
battlefield. Alan comes back for revenge and dgetde is the frustrated Ares, the god of war,
who refuses to abandon Aphrodite to the handseo€tiwardly Hephaestus, even if the latter

has become her lawful husband.

Philip does not sense his wife’s change. Howeanghe second version of the story, he
becomes hysterical, resorting to empty threatsdhbt serve to illustrate his weakness: “I
assure you | shall die while you are out'3S562). In these last moments of his life, he is
portrayed as a pathetic, grotesque creature chingitis wife in a desperate futile attempt to
keep her. But Alan is there to take back what bgddo him, and will not be thwarted. He
ruthlessly puts a stop to the dying man’s lastnapteto claim Katherine, loosening “the sick

man’s hands from his wife’s neck.”

In this variant of the archetypal erotic tgée Lawrence dramatizes (and annuls) what he
so anxiously felt to be the weak man’s triumph dwerpowerful one. In doing so, he draws
on the most controversial theme of sex relatiomglesizing the essential, undying bond
between male and female. Through the charactetrenstory of Katherine, he elaborates
once more the recurrent theme in his work of thena's alienation and her urgent need to

join the male, a union which Lawrence ardentlydeds to be of cosmic significance.
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Chapter Seven

St.Mawr: The Call of the Wild

Lawrence wrotést. Mawrin the summer of 1924, while living at Kiowa rantliigh on the
foothills of the Rocky Mountains in New Mexico,atime he had already started writifige
Plumed SerpeniThe story was published together with “The Prastdy Martin Secker in
1925, although Lawrence’s idea was for a volumedainimg the two stories together with
“The Woman Who Rode Away’L(v.136, 141,147). At that time, Lawrence had read
Forster'sA Passage to Indievhich he characterized as “very gool".77). Forster’'s
criticism of the English in India must have intdegshim because in his new novel he was
also working on a satire of English customs andsdargeted at “a well-heeled,
cosmopolitan group of devotees to the 1920s cudhgdyment, and on the other the
snobberies of English village life” (Ellis 190-191owever the story is much more than a
simple satire of the English countryside and itsvemtionalities. It is another example of the

female quest for the sacred.

St. Mawrhas generated some hugely varying critical regmoser the years. F.R.
Leavis calls it approvingly “a full and self-sufi@nt creation” (Leavis 271), while Frank
Kermode ventures that it is “one of the most aahieef his [Lawrence’s] works” (Kermode
111). On the other hand, Eliseo Vivas thinks afsita work “very close to the worst” (Vivas
151-2,161-2), while R.E. Pritchard regards it “arkvof great power but of uncertain
meaning and doubtful success” (Pritchard 157). @rahlough concedes that it is “one of

Lawrence’s most brilliant performances,” but doesconsider it altogether “an authentic
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piece of work,” because in his opinion “there falgity in the motive and the conception that

fatally affects the whole” (Hough 180).

The heroine of this story is Lou, a young Aroan woman married to Rico Carrington,
an Anglo-Australian hollow man. She is a womanié finstincts, caught in a vacuous,
sterile environment, weary of her frictional, pdass conjugal life and dreaming of escaping
into a wondrous other world, one she cannot yetrledentify, but which she immediately
recognizes in the dark fiery eyes, not of a mysteyiexotic man, but of St. Mawr, a wild
stallion that has not been completely tamed. Theganimal suggests to the two women of
the story, Lou and her mother Mrs Witt, an altereatiestiny and a different mode of
existence far from the vanity and foolishness efrtiodern world. Lawrence unravels the
mysteries of these two different feminine figuresnstructing different senses of the

feminine sacred which counteract and complete anéhar.

The Animal Unconscious and the Feminine Impulse

The “mystic new man,” the known figure of the exanitiator, will never come to [Lou]”
(SM139), but the call of a “wild spirit” (155) andamystical possibility of a new life it
promises, is introduced with the appearance irstbiey of St. Mawr. The wild stallion
awakens her own overpowering desire for a realponpromising life, unlike the one she has
hitherto experienced. The horse symbolism, whichreace often uses, is rich and
unmistakable. The wild stallion represents a damggruntamed, otherworldly force: “But in
his dark eye, that looked, with its cloudy browrppua cloud within a dark fire, like a world
beyond our world, there was a dark vitality glowiagd within the fire, another sort of

wisdom” (41). There is more than a mere suggestioaupernatural qualities here; St. Mawr
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is a demonic / chthonic being, but he is also allyialive creature of flesh and bones whose
extraordinary qualities can be seen both in his ediate understanding of the world he is
brought to inhabit, and in his powerful emotionsulis immediately aware of the stallion’s

special qualities:

Something told her that the horse was not quitg@yap
that somewhere deep in his animal consciousness liv
a dangerous, half-revealed resentment, a diffusesies
of hostility. She realised that he was sensitinespite

of his flaming, healthy strength, and nervous witiouchy

uneasiness that might make him vindictive. (28)

Later in the novel, she observes his reactionsitwesnearby mares:

He pretended to hear something, the mares twcsfeahdhy,
and he lifted his head and neighed [...] And he |doke
noble again, with his head tilted up, listening] &ns

male eyes looking proudly over the distance, eggerl
But it was all a bluff.

He knew, and became silent again. (83)

The all too human feelings Lou assigns to him ameat projection of her own, the result of
the intense intimacy she feels with the horse dswlthe frustration she shares at the limits
social conventions impose on her. Lou feels impesbbut untamed; she is a sensitive

woman who has come to regret bitterly the choibasled to her present life. She is uneasy
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and nervous, feeling she is living an unreal, “bessi” (42) life, and wishing to “escape this
battle of wills” (41) which she used to find exoti, but now considers senseless and vain.
Like the horse, she becomes vindictive at the and,after her husband’s accident, she

leaves him in order to pursue her dream and staetalife away in America.

As we saw in the chapter dhe Rainbowthe horse for Lawrence has a range of
symbolic meanings. Carl Jung,®sychology of the Unconscio(l€912), a book Lawrence
read in 1918 (Burwell 93), points out that “the $®acquires the significance of the animal
unconscious, which appears domesticated and sadjexthe will of man” (Jung 308),
adding that “legends ascribe properties to thedyarhich psychologically belong to the
unconscious of man” (309). Throughout his work, kewce uses the horse as a recurring

symbol of sense, passion and power. In one ofltisrk, for example, he asks:

What does the Centaur stand for, Chiron or anyrothe

of that quondam four-footed gentry? Sense! Horssele
Sound, powerful, four-footesensethat’s what the Horse
stands for. [...] And then, a laugh, a loud, sershbbrse
Laugh. After that, these same passions, glossylangerous
in the flanks. And after these again, hoofs, istdde,
splintering hoofs, that can kick the walls of therld down.
(CL2,769)

Perhaps the most famous celebration of the hoosegVer, comes iApocalypse

Far back, far back in our dark soul the horse granke is a

dominant symbol: he gives us lordship: he linksthis,first
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palpable and throbbing link with the ruddy-glowiAfmighty

of potence: he is the beginning even of our godiwe#de flesh.
And as a symbol he roams the dark underworld meadadthe
soul. He stamps and threshes in the dark fieldbaf goul and of

mine. AWR101)

The semiology of the masculine horse’s body encadasmber of aspects of the
unconscious: sense and passion, the urge to destnolyined with the urge to be free and the

urge to live meaningfully.

In the novel, Lou fights for these impulsiwedes hidden in the human
unconsciousness, as she is certain that theseemisgly the forces of life: “A pure animal
man would be as lovely as a deer or a leopard,imgtike a flame fed straight from
underneath”$M62). The relationship that develops between Lalithe horse leads her to a
psychological reassessment of her position as aanpand the realization that she is trapped
in a life she never wished for and does not likec®more, the main conflict is one between
mind and instinct, between conventional rationadityl the mysterious, unpredictable world
of senses and instinct. Having given reason d.twy,feels its ill success authorized her to
seek the alternative mode: “It seems to me the@sething else besides mind and
cleverness, or niceness or cleanness. Perhaph& aimal. Just think of St.Mawr! [...] He

seems a far greater mystery to me than a clevet (68r60).

Right from the beginning, Lou seems to knowahswer to her problem. St. Mawr
awakens what was already present to her, that ustration at the barren world she lives

in, and confirms her belief that there is some otherld beyond, a strange but rewarding
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world of darkness and mystery and beauty, whichyslagns to come to know and live in.
Lawrence endows Lou with a sound female instindtthas she is guided in this difficult
sacred quest for the other by an unfailing innere® of wisdom, which comes from the
deep wellspring of her femininity. Not that Lou Wwes for a regression to wild animal
existence. It is the impulse towards a new sefd, the discovery of a new meaning, which
find their sacred symbol in the shape of the wiedli®n, whose fierceness and vitality reflect
those of Lou’s female soul and appear as the nageastidote to humankind’s self-inflicted

malaise.

Lou and the Calling of the Other

Lou has watched the people around her and knowdstsn’t want to end up like any of
them. She refuses to compromise and adopt a ma#tkefovorld, because she understands
there are potentialities she has not exploredSiet. faces the “demons” she sees in the
“chaos” of the horse’s “horrid eyes” and though npaware of the threat they pose, she
realizes that “he was some splendid demon, andnsis¢ worship him”$M31). Lawrence
has his heroine wholeheartedly embrace the darlafessture and the mystical life she sees
in the horse, both animal and symbol, avoiding tinie the employment of a human male
initiator which involves the exploration of the bare’s sexuality. In this case, Lawrence
provides his heroine with an instinctual awareredgsbe mysteries of the wild other,
sufficient to enable her to undertake this greaeatlre on her own, and sets her on the
mystic path which leads to her almost ritual transfation: “I am not a marrying woman,’
she said to herself. ‘I am not a lover, nor a restr nor a wife. It is no good. [...] | am one of
the eternal Virgins, serving the eternal fire”” @3The religious language and the imagery

employed here underline the seriousness and thaability of her mission to discover
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herself. She dismisses all men from her persofegldiven “exotic” men, who may be
presumably considered untainted by the sickneiseanodern world, like her Indian servant
Phoenix, whose non-Western origin suggests thatdebe ruled by the uncanny forces of
the unconscious: “He seemed to be holding somettwieg, all the time, unconsciously, as if
in his very being there was a secret” (46). But’Eqenetrating gaze can see through the
exterior to the depths of his soul, and she caogpez the artificiality behind his apparent
otherness: “[...] she knew more or less all thatdie More or less she divined as a woman
does. Even from a certain rather assured stupidlitys shoulders, and a certain rather stupid

assertiveness of his knees, she knew him.”

Despite appearances, Phoenix is very much péneavestern world she has got so
weary of; he is in essence little different andoetter than all the white men of her
acquaintance, including her husband: “He was deréifit from Rico. Yet, after alyashe?
In his rootlessness, his drifting, his real meal@sgness, was he different from Rico? [...]
Anyhow, was it really any better?” (136) Lou deniiys$, not only Phoenix, but finally St.
Mawr as well: “Even the illusion of the beautiful Mawr was gone” (137). Without
abandoning her quest for the sacred, she fast ahanlde symbols and has no need of
initiators either, for she has already crossedhheshold and is beginning to allow her

deeper, true feelings to emerge.

Lawrence creates such an emotionally and spihtindependent female character as
Lou, roughly at the same time he is writiflge Plumed Serpgrarguably his most
authoritarian work, in which Kate Leslie, supedity a not dissimilar heroine with regard to
her starting point, needs not one, but two “wis&hinDon Cipriano and Don Ramon, to

transform her into a sacred goddess fit to stanthéide of the resurrected ancient Mexican
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god. The main difference seems to be thatha Plumed Serperthe act of transformation is
based on sexual contact and the awakening of thaléesexual instinct. Unlike Kate, or
Daphne inTheLadybird Lou does not need the energy of sexual awakdreoguse she is
born with an instinctual understanding that shetrgive herself to something superior which
would elevate her soul and spirit. After the reatian made through the contact with the
living mystery of St. Mawr, she proceeds aloneirgin waiting for the man who would

touch her “very spirit, the very quick of [her]"38). The feelings, even the words that Lou
uses for this man, are similar to those used bytlestess of Isis ifihe Escaped Cock
(1929) when she first saw the Man: “For the finste, she was touched on the quick at the
sight of a man, as if the tip of a fine flame @frig had touched her. It was the first time”
(CSN582). Lou has not yet found the chosen man, buiniteation has put her at the start of
an evolutionary process. The priestess of Isi$h@ Escaped Cockould be seen as being a
stage ahead of Lou in this process. An encountir aimysterious man would be the final
blessing for Lou, but she is patient and determiealigh to wait for this sacred moment: “|
will never prostitute myself again. Unless somaghiouches my very spirit, the very quick of

me, | will stay alone, just aloneS\1138).

It is tempting to read this story autobiograjhiic Lawrence certainly seems to have a
lot in common with his heroine: the isolated ranesembles his own, while Lou’s decision
to abandon sexual relationships might reflect Laweés problematic relation with Frieda,
something which becomes more overt in Lewis’ (Mrit\8/Welsh groom) preaching to Mrs
Witt concerning the respect he claims from his camgn (Ellis 193-194). However, in
contrast with Lawrence, Lou chooses the delibasatation of the monastic life, a choice
common in the religious traditions of male hernaitsl mystics, Eastern as well as Western:

Siddhartha in the Buddhist tradition and JesulénGhristian one, to take two famous
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examples, abandon the security of a settled homéhencompany of people to spend time in
isolation in a desert, a great forest, a mountay,place that would guarantee the absence of
human beings; for to come nearer to God, one habdadon social obligations and

emotional connections, all the duties and pleasoireseryday life. As Buddha says in the
Sammanaphala Suttana, “full of hindrances is hoalddle, a path for the dust of passion”
(Burtt 104). Both Eastern and Western religiouditrans embrace monasticism as a
necessary spiritual exercise that helps man disoerapproach the sacred. It is worth noting
though, that this particular path to God has trad#lly been a predominantly male
prerogative. But what about female spiritualityMDLawrence believes that the shedding of
the consciousness — once felt to be inviolabled-tha “achievement of a true individuality”
and “a sufficient completeness in ourselv&sidy110) is a woman’s obligation: “That she
bear children is not a woman'’s significance. Batt $he bear herself, that is her supreme and
risky fate” (48). In this effort, woman has a grpavilege, that is her capacity to open herself

to the unexplored otherness of the human soul.

Lou’s search presupposes the known descenthatdarkest depths of the self, here
viewed as a wild, dangerous, but also vast andhdmidandscape, a “blessed” and “sacred”
place EM140). Lou, if not a conventional missionary, istagrly a woman with a mission in

this land, one as serious as her life:

There’s something else even that loves me and waats
[...] I's a spirit. And it’s here [...] It's sontleing more real
to me than men are, and it soothes me, it holdapng..]
it's something big, bigger than men, bigger thaopbe,

bigger than religion. It's something to do with dvihmerica.
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And it's something to do with me. It's a missiohyou like.
[...] it's my mission to keep myself for the spitat is wild,

and has waited so long here: even waited for sacha (155)

Lou feels the urgent call of a divine spirit, tredl ©f the wild, and by heeding it she acquires
the higher status of a prophet ready to undergaoititanny cosmic experience of losing
one’s self and being reborn in the spirit. Yetptilghout this transformative experience, she

remains first and foremost a woman.

Virginity, as a signifier of spiritual purityetaining the possibility of opening the
feminine body and soul only to the male who desetliem, is a central concept in this story.
Purity — and Lawrence makes no distinction betwaerphysical and the spiritual — is a
necessary condition for the approach to the sattischeroines reclaim their virginity either
as reborn females — as Kate does — or as percefativeghted women who have the inner
resources to keep themselves to themselves, asdetireir quest for the purely spiritual. M.
Esther Harding, iwWomen’s Mysterie€l971), points out that the term “virginity,” agied
to ancient female goddesses such as Isis or theugamoon deities, “must refer taqaality,
to a subjective state, a psychological attitudé tma physiological or external fact” (Harding
102). She adds that in primitive societies “a gelongs to herself while she is a virgin [...]
she is ‘one-in-herself”” (103). She quotes from.F@zer’'s,The Golden Bougfa pertinent
guotation for Lawrence appears to have known otétta anthropological work) : “The
Greek wordoarthenos applied to Artemis, which we commonly translaiegih, means no
more than an unmarried woman, and in early daywtbehings were by no means the same”
(Harding 101). Harding also quotes from Robertf@tift who in his book'he Motherstates

that “the word virgin is, of course, used in thagles in its primitive sense as denoting
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‘unwed’ and connoting the very reverse of whattdren has come to imply. The virgin
Ishtar, in ancient Mesopotamian religions, is dtequently addressed as “The Prostitute”
[...]. The hierodules, or sacred prostitutes of lkeengles, were also called ‘the holy virgins’™
(102). Moreover, regarding the virgin girls of @&, Harding points out their “liberty of

action,” which allowed them the right to “refuséimnacies as well as to accept them” (103).

Whatever her sources of knowledge, Lou beliésks understood now the meaning of
the Vestal virgins” and thinks “they were symbadicherself” M 138).After a long, esoteric
journey toself- knowledge, she consciously chotsasgrve the eternal power, obeying the
voice from the unconscious which invites her toystic adventure, her life-adventure, a
voice unattached to a specific figure and sometlangger than religion” (155). She
succumbs to this sacred calling and finds hemsdlie mental state Rudolf Otto callsui
generis and “irreducible to any other,” the state of thenmous which is also indefinable, a
mental state which accepts the numinous as “amatifgeling-response,” irrelevant to any
ethical notion of “being good” (Otto 6-7). LikegtWoman, in “The Woman Who Rode
Away,” she knows her mystical mission, but in castrto her, she does not surrender to the
“wild spirit,” she does not literally sacrifice ts#lf to it even though she feels this sacred
power “craves” for her. What Lawrence dramatize® e a mutual cosmic relationship
between the female and the universal power of ioreatou feels that “to it [the wild spirit],
my sex is deep and sacred, deeper than | am, widdea nature aware deep down of my sex”
(SM155). She considers the possibility of joiningstbosmic force, which appeals to the
female in her, for Lawrence acknowledges the feraagence as existing independently of
any biological female being in the univer&dy50). In her choice, Lou remains a free

spirit ready to join whatever she feels to be ghcre
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Mrs Witt: The Independent Hera

It is hardly surprising that this open and damtiifude to life is also shared by Lou’s
mother. Mrs Witt is described as something of ‘$hgage aristocrat,” an intelligent, strong-
willed woman who knows about this world and is medeceived by appearances,
functioning as Lawrence’s “witherirgpectator ab extra(Ellis 191). Although she moves in
thebeau mondeshe is always wary of its inhabitants, havingrbeedowed with Lawrence’s
own antipathy to the “clever, well-known Englishopée [...] with their finickiness and their
fine-drawn discriminations.” She is described asvtanan of energy,” “handsome, with [...]
vigorous grey hair” who “would appear in her Newrkgowns and few good jewelsS
24), an imposing combination of the magisterialtess, and an Amazon “riding a grey
gelding as smart as she was, and looking downdreeited, inquisitive, scornful,
aristocratic-democratic Louisiana nose at the peopPiccadilly” (25). Lawrence creates
here a powerful, visual image of a woman on heséoa vigorous, autonomous figure placed
in hierarchical relation with the people around.&he is destined to reign as the power

residing in her inspires fear and respect.

It is surely not without significance that MA#tt is also the mother in the story, albeit an
unconventional one. She seems to possess a hugmiaofi&nowledge regarding the
cosmos, and to have strong views on how this walrwlld be run. She is a cosmopolitan, an
outgoing woman who nevertheless feels trappedamérrow confines of her habitat,
impatient with the artificialities of life, frustted with human hypocrisy and corruption.

Thus, when the moment comes, she sees isolatianmatcome change.
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Mrs Witt is a woman in full possession of hemfeine power and dignity, qualities that
enable her to understand only too well the shortogsof the English men of her social
circle, men too weak in their own masculinity toisi® the needs of a true woman and bring
to her life the necessary complements that wouktean overall balance. She is drawn
closer to the Hera archetype, the elegant, assestbman, determined to control her own
life, and if she feels she must, her family’s (hieee daughter’s) life too. Yet, Mrs Witt also
possesses the independent spirit of an Artemigtendrotic, sensual instincts of an
Aphrodite. Feeling confidently self-sufficient, sisedetermined to encounter a man on her
own terms only. But such an attitude, Lawrence saysssentially unnatural and ultimately
destructive. Mrs Witt is intrigued and attractedtbg mystery represented by Lewis and
Phoenix, the two grooms, and is tempted to trymiawel it and if possible reduce it to words.
She wishes to experience the unknown, to resuiieciold Pan” in modern men, to discover
“the hidden mystery—the hidden cause,” to open titirel eye,” which “sees only the things
that can’t be seen'SM65). She here longs for male mystic power, the mesatliness that
has been lost leaving behind false appearancesalfsldes to mythical figures and symbols
like the lost Pan about whom Lawrence wrote hiag%8an in America” at the same time as
St.Mawr(May-June 1924). In this essay, he regrets theddshe spirit of Pan in the modern
world which has been corrupted by ideas and |®&mo€nix29,) but also by speech: “Speech
is the death of Pan” (27). The ancient Greek gath@forests and sexuality represents for
Lawrence the pantheistic natural spirit of the anttimes. Mrs Witt searches for the restored
Pan in a man, and she also refers to the powéedthird eye,” “the focus of occult power”
(SM235) to which Lawrence also refers in Aigocalyps€dAWR107). This is the eye of the
soul, the eye which can see the invisible, whaidgen behind superficial appearances

which Mrs Witt so much despises.
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But although Mrs Witt is wise and far-sighteédwrence leaves no doubt that her
implacable obstinacy and her inability to open BEfsilly to the other, in spite or because of
her fifty years of experience in the corrupt modeworld, are the great, insurmountable
obstacles which effectively separate her from ha@glpiness. Her firm belief in the Mind and
her absolute trust of Reason does not let her aivahedrself wholly to her female instinct
which seeks the true bond to the male. “Man is veoludl because he is ablettank’ (60),
she tells her daughter. This blind reliance on)(heaison blocks any true communion with
men. Later, she comes to realize that “her own Ipgradlynamic force was stronger than the
force of Mind” (101), but by then it is too lateeHmarriage proposal to Lewis, the Celt
groom, is bluntly rejected, and the reason giveellggly that he “couldn’t give [his] body
to any woman who didn’t respect it” (111). For sherecisely such a woman. Lewis
(echoing probably Lawrence’s preaching to Fri€B#is 193-4), considers his body as
something valuable, even sacred, which must nadtehed by a woman unable to
comprehend its significance. Mrs Witt's ironic commts about his obsession with his body
are met with stony silence and cold contempt: “btiked her in the eyes, steadily, and
coldly, putting her away from him, and himself éavay from her” §M112). The body once
more becomes here the emblem of life in the instthe very mystical life for which Mrs
Witt longs but cannot embrace. Lewis sounds wenmdliacomprehensible to her when he
speaks about the sanctity of his body and his a¢tosbe erotically touched by a woman who
would think of him or address him with the lackre$pect Mrs Witt habitually shows. Lewis,
echoing Lawrence, sees marriage as the union afutias and feminine bodies in their
maturity and fullness, and knows perfectly welltthlrs Witt will never be able to contribute
her part in the growth of the full connection a nmamst have with a woman. Lewis’ refusal is
Mrs Witt's punishment for her incapacity to accaptl appreciate his maleness. Mrs Witt is

condemned to wander and wonder and never finde@depeace of mind and body for which
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she yearns, and at the end “she seems to havaltsgst into neutrality” (152). She watches
impassively as her daughter settles down in thetvaadecision she herself can never make,
still endlessly and fruitlessly oscillating betwe®ar “civilized” consciousness and her

frustrated wish to escape.

However, Mrs Witt possesses just as much ceuaag spiritual strength as her
daughter. Her inner wisdom, the wisdom acquiredugh experience of the world, and her
relentless energy are largely misspent in actwisiee never finds fulfilling or meaningful.
Now, she feels the exhaustion and weariness a hbeiag can only feel when already worn
out and consumed by a long life in an emotionatlvbiers is not a sacred calling, as is her
daughter’s, but frustration and pain tormentingdr&d pushing her inexorably towards
resignation and self-abandonment. Mrs Witt canetitesdown and find a final solution to
her life-long struggle for self-completeness. ljuist as difficult to find the independent-
minded, sensible and sensitive male able to vadug@érsonality and, at the same time, love
the wildness in her. So she remains alone andigfisdf succumbing to the
conventionalities of the world, and yet, deep iesstill undaunted with her inner strength
not exhausted and her free spirit ever lively ded.aHer powerful presence and caustic
comments throughout the novel lend her doubts degguher daughter’s decision for
spiritual and physical isolation, an extra weidtdttmakes them appear, not just reasonable,
but natural: the reader is far more likely to sythpzae with her ultimately negative point of
view rather than Lou’s impassioned speech abouhéed for a retreat into solitude. At the
end, her final comment to Lou about the price pardanch “then I call it cheap, considering
all there is to it: even the nameBN 155), though not quite dismissive, does not really

suggest she is convinced about the rightness addeyhter’'s decision.
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Death as a Life Experience and Silence as Choice

Like many unhappy people in their middle age, Mrigt\develops a rhetoric on life and
death. Observing a funeral, she comments that hard/body in the world really lives, and
so hardly anybody really dies.” Death is meaninghlly when “it stings,” but “Death can’t
sting those who have never really live@M92). She wants death “to be real” to her, and
declares that “only if it hurts me enough, | stkabw | was alive” (93). This sounds like a
peculiar kind of bitterness, if not an indirect baut it is also a defence of the life lived
through the body. Mrs Witt asserts the preeminafi@xperience over both the spirit and
the rational mind. Deep emotions, pain and passiferand death, are possible only through
flesh and blood. The idea of death as the natmdhboé life is necessary, but the notion that it
should be a painful experience is intended to bequrative rather than true. It is an
aggressive gesture of defiance. For someone wles liife with a passion as Mrs Witt does,
death does not signify merely the frightening fliagand mortality of the flesh. On the
contrary, the life force within the body becomegeath force: birth, marriage and finally
death become events within life which constitueethal mutual relationship which at the
end turns death into a life experience. Mrs Wiense to think that destruction must be
harmonious, even spiritual, a mystical experienb&lwvunderlines life, and she wants to be
ready for this transcendent moment when it comesti like all life experiences, is a
beginning as well as an end. Destruction is palif@fand the human creature must be open
to accept it. In front of the death experience, Mii#t is described as having the “pure
wistfulness of a young virgin girl [...] who hasuvee taken armour,” her fighting Amazon
spirit spent; she is helpless yet ready to acdeptunique experience. Lou calls her
“philosophic,” but “mystical” seems much a more agpiate word to describe her

willingness to explore the dark that is death aadecrets. The Persephonic aspect, one that
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associates her with the underground world of Haelegrges unexpectedly, terrifying her

daughter and awakening in her “the terrotaaf latd” (93).

Mrs Witt acknowledges, like DaphneThe Ladybirdthe devil inside her, the calling of
life (and death). Unable to exorcise him, accepas $he must endure his presence and his
influence. In her middle life, she gradually moeegay from her wider social circle, the
tedious, dispiriting reality she despises. She s¢edhed her well-made, socially successful
mask, and pursue the strange, intense life of tiver othe life she really yearns for, yet rarely
talks about to anybody. She does clmbosephysical isolation as her daughter does, but
nevertheless she ends up alone. She realizestidteedom is impossible, and indulges in
her own visions and forms of meditation. Stilltle end, the only refuge left for her is
silence. She rarely expresses her feelings and meaven opinions. Throughout the entire
journey to America, she never utters a single wStte understands her grief will never end,
and decides to live her deep, inner woundednessne to terms with suffering and the
prospect of death in a world that holds no hopss. dn attitude which, without involving a
rejection of the sacred, reveals another aspatttbe retiring to the inner self when
language ceases and unutterable feelings and waggesver. Many would consider that this

is arguably a saner attitude than the one adoptéebdaughter.

The novel ends, as we have seen, with the shwet)ine statement about the value of the
ranch: “then | call it cheap, considering all thex¢o it: even the name!” (155). It's this
statement which leaves the end open as it sousdsrahic. It is important that it comes
from an older, wiser feminine mind, and makes thegihter's decision appear frivolous,
even childish. Mrs Witt refuses to adopt her daagbtview of isolation; she might consider

it useless and ineffective and probably harmfulviHg no illusions to lose herself, she might
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see no mystical value in Lou’s spiritual quest. ld@er, she too, like her daughter, follows

her instinct, but her rational mentality and héaetment to modern civilization does not let
her go all the way. Incapable of creating a neuwsiin, which, at the end, might just have
saved her, she is left with no alternative butsiée Her silence is the existentialist silence of
a human being who sees no hope in the availabléicos. In sharp contrast to her daughter,
she refuses to tell any story at all, just as sffigses to accept the conventional moral dicta
which might superficially at least soothe her palnstead, she has to suffer her destiny alone

in obstinate, heroic silence.

In St.Mawr, Lawrence creates two women who feel burdenedibwiledge, by the
carefully cultivated social superstructure impospdn their real selves, but who have
managed to retain their essential female natued;, fbimale wisdom and discernment as
Lawrence understood it. Having come to realize tihey cannot achieve emotional and
mental peace, they take the hardest choice dhallphysical and mental withdrawal, a
decision also taken by earlier (male) protagorostsawrence in “The Man Who Loved
Islands” or in the “Man Who Was Through with the kdgd’ This is another form of the
descent into the dark night of the soul, the wiglnal into the inner self, a chilling equivalent
and complement to physical isolation. This chol@d and unrewarding though it is, turns

them into real tragic heroines, aware of spirilgths which they try to attain.
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Chapter Eight

The Plumed SerpentAuthority and the Female

Lawrence started writing his Mexican novel in M&@23B, just two months after his arrival in
Mexico City, giving it the name “Quetzalcoatl,” vehi was the name of an ancient Aztec god.
In it, Lawrence incorporated many details fromimsnediate environment (his house with a
family of servants as well as the physical surrangsl of Chapala) which actually anchor the
novel in a “day-to-day reality” providing “a usefobntrast to the occasional extravagance of
its more obviously invented parts” (Ellis 107). Li@nce revised this first draft later in 1925,
adding new material and engaging into a more “ttaevocative writing.” It was then that
he conformed with his agent’s advice to changeuhpronounceable” title tdhe Plumed
Serpen(213). The novel in its last form was published.andon by Martin Secker in 1926.

It is of all his novels one of the most obviousbncerned with a female protagonist

rediscovering the sacred.

The Plumed Serpeit set in Mexico in the 1920s, a time of politiaaimoil and centers
on a radical attempt to revive the religion of &meient Aztecs. The exotic terrain, the violent
action, the pagan rituals and, not least, the iexcihterplay of ideas make it one of
Lawrence's most striking novels. Lawrence’s fagaomawith the new, mysterious land of
Mexico is evident throughout his story. He had adestudied Aztec and earlier religions
intensively andrhe Plumed Serpeptovides a lively blueprint for a quasi-religiopalitical
system that marks the height of his interest ilhautiarian politics: “I don’t believe either in

liberty or democracy. | believe in actual, saciedpired authority: divine right of natural
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kings: | believe in the divine right of naturalstocracy, the right, the sacred duty to wield
undisputed authority’L(iv. 225-26). The work progressed fast and the copteary
evidence is that he was not just satisfied butieisistic. The comment that this is his “most
important novel, so far” appears repeatedly indtiers [ v. 267, 271, 332), even after its
almost cool reception and “whole-sale condemnatam®propaganda” (Sagar 159). He had
known “it [would not] be easily popularL(v.267) but he had not expected such universal

hostility.

Yet, within a year of its publication, Lawren®eems to have had a change of heart and
wrote letters that appear to repudiate his leagerskion, one of the pivotal ideas in it.
Writing to Trigant Burrow on 18July 1927, he refers to the “hero illusioh”\{i. 99) and in
a letter to Witter Bynner, dated "1&larch 1928, he flatly asserts that “The hero isabéte,
and the leader of men is a back number. Afteraalihe back of the hero is the militant ideal:
and the militant ideal, or the ideal militant, sestm me also a cold egg. [. . .] | agree with

you, the leader-cum-follower relationship is a B@B21).

The novel has been characterized as “single-migde@nt on imagining, as a piece of
contemporary history, a revival of the ancient Maxi religion.” It is thus less flexible in
mode and mood than the preceding novels of Lawr@reavis 78). Many critics such as
Jascha Kessler, John B. Vickery and L.D.Clarke Ipraesed it as a coherent work of art
“stressing Kate’s mythic quest for a source of vealé (Sagarl59) placing emphasis on the
way Lawrence reconciles his metaphysics with aengt to write convincing fiction,
focusing on his woman protagonist’s internal catdliand dilemmas in her effort to redefine

her life and self.
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Lawrence and the “Primitive”

It is easy to see why Lawrence’s response to timaitp/e wildness of Mexico and its ancient
civilization was immediate and enthusiastic: tkisicially, was a culturally advanced
civilization developed in complete isolation frohetWestern paradigm and its great
precedents. It could provide a useful model for saihhis most fundamental ideas.
Lawrence envisaged a revival of the old Indian gtifwough the resurrection of the pagan
gods; the regeneration of the ancient for the sélkiee present and the future: something that
could provide appropriate solutions to the crige®ically tormenting the place. But this
plunge into the past was not a naive utopian attémipring about an accurate recreation of

the old religious system. In his essay “Indians andnglishman” (1922) Lawrence writes:

But | don’t want to go back to them, oh never. [Bt
there is no going back. Always onward, still furthEhe
great devious onward flowing stream of consciausén
blood. From them to me, and from me on. [...] | domént
to live again the tribal mysteries my blood hagdivong

since. Phoenix99)

Lawrence, consistently, views the primitive asm@exhaustible source of religious, mythical
and symbolic material, still useful because itwwBdhe re-examination of solutions from the
past for the needs of the present, an unprejudieacth for a new, less precarious balance
between the eternal poles of the individual andctiikective, the male and the female, a

search that has better be conducted without thedmpenta of Western thought. His view is

not that of the anthropologist but that of the nhstahis interpretations of forgotten ancient
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religions are not meant to be “authentic,” but peed, idiosyncratic and focused on the
current problems facing humankind. Lawrence seekshe expression of an alternative
religious feeling, but the eternal life force, wiianimates human beings in its purer state,
without the obfuscating presence of religious doginraimitivism is a forcee factoopposed
to all dominant religions, a spiritual deposit leé&hind, distant yet still potent, which must be
recalled and reconsidered in order to reanimatagireg, failing Western thought and

provide human beings with a true chance of regéioarand rebirth.

The thrust of Lawrence’s research into the sgtiprimitive is to create a model that can
adequately answer human metaphysical needs as hesvsees them: “The animistic
religion, as we call it, is not the religion of tBg@irit. A religion of spirits, yes. But not of
Spirit. There is no One Spirit. There is no One Gidtere is no Creator. There is strictly no
God at all: because all is alivgMIM 72). Fascinated by ancient animistic cults, Laweee
was convinced that this everlasting living forcarid in everything around us joins “the great
devious onward-flowing stream of conscious humawodl (Phoenix99) and can offer the
possibility of salvation through the union of thenan inward energy with the cosmic one.
This sounds very far from the basic Christian madedalvation, but it does represent
something Lawrence considered a fundamental thultaexistence. By reconstructing a set
of pagan rituals and hymns, Lawrence gives expyadsi a personal religious instinct, which
aspires not to the revival of a primitive religieran impossible task — but the awakening of a
new spirit informed with primitive vitality and immtence. This animistic spirit is combined
with a worldly idea of the sacred, since the saate writes in his essay “New Mexico”
(1925) is “this effort [to come] into sheer nakmahtact” with the elemental life of the
cosmos. It is a palpable, sensuous sacrednesds tband “in the very life of the air, which is

the life of the clouds, and so of the raiPhpenix147). This immediate, intuitive awareness
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of the cosmos is essentially sensuous, physicdlisathe fundamental means of experiencing
and coming to terms with the world: “My beliefsekt on my body, on my intuitional

consciousness, and when | get a response thenel, siceept’(LE 208).

Lawrence can see religion only as something interieonnected with human beings,
living as well in a non- material world that is tiwerld of instincts, desires, unconscious
urges, dreams and fantasies and, of course, theahatorld, that is humanity’s only habitat.
This is a tangible world: an otherness that catobehed and felt, smelt and tasted. Lawrence
needs the innocence, the natural simplicity ofphmnitive; it is a necessary stage in the
course of individual's development. It helps trenltencian hero, and even more so the
heroine, to take the decisive step out of converdaiod embark on the journey into the
unknown: the dark, dangerous, but vitally alivemmesaof the soul. This great unknown, says
Lawrence, is deeply rooted in the human psycheresged by the sterile, intellectual
abstractions that have come to define Westernzation, but still indomitable. The human
being must not be afraid of this hidden part ofdwsl. This conviction of his, brings him
closer to the Jungian belief that modern man naedscognise his “psychic depths” as “no
light or beauty,” no rebirth, “will ever come frothe man who cannot bear this sight”
(MMSS248). These inner instincts, the soul, the imnmatéother” that each human being
hides, Lawrence identifies with the living prin@pdf the universe. But he cannot believe that
conciliation with this cosmic force is possibletie domain of Western culture. Western
responses to Native Indian religion, for exampeagtto oscillate between the patronizing
and the dismissive: “It is almost impossible foe white people to approach the Indian
without either sentimentality or dislike. [...] WhY...] The Indian is not in line with us. He’s
not coming our way. His whole being is going aefiéint way from our§MIM 52). In most

of his works, it is made abundantly clear thatghenitive, which is connected with the
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human body and the senses, play the decisivendlesieffort to recover the lost, authentic,
natural self, silenced by the mind and modern iziztlon, but still existing deep in the human

unconscious.

This unique power, associated with the instiagtimpulsive life in the body, spurned in
the West, is celebrated in the less learned yednpismitive societies, which can appreciate
and profitably employ the impersonal archetypatuszs of the collective psyche, features
which modern man views with distrust if not revalsi- when he thinks about them at all.
Thus the return to the primitive constitutes fomrance a necessary act of rebellion,
different in its essence from the frequent polltredellions which are quite happy to

maintain and often enhance the caging of the iddidi in the soulless mechanistic world.

The Role of the Narrator and the Female Focalizer

Kate’s rediscovery of the sacred, both within hiérmed within the cosmos, begins in the
very first pages of the novel, when she “felt thatiden dark feeling'HS7) inexplicably
seizing her just before her attendance at thefigill. Kate feels strange and alienated amidst
the mass of Mexican people, whom she views withxdure of fear and distaste as a “mob”
(9), “common people” who she “really hate[s]” (1Burack suggests this is clearly a
demonstration of a typical Western tourist supé@gia@momplex, a thoughtless misjudgment of
the indigenous people. He goes on to claim tha¢ Kaeps on making superficial
observations about Mexico and its inhabitants (Bkids40). But one must not forget that
Kateis a Western tourist with no special knowledge offtsee and its history and
consequently Lawrence is completely justified inihg her react like this. Moreover, her

reactions, crude as they are, open many interegtagibilities: symbolically, her calling the
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crowd of natives a “mob” signifies her resistanzéihte strangeness, the otherness of the
foreign people, an otherness, to which at the @edngll succumb. Then, it is certainly
noteworthy that Kate is not merely disturbed bystrange crowd; she is equally repelled by
the “cowardice and beastlines§316) she discerns in the “brave” sport of bull-figigtand,
not least, by the coldness and indifference ofAmaerican friends. Her negativity extends to
the “foolish cloaks” of the toreadors, and evenrtBkill and daring looks “silly” in her eyes.
Not that she is not even-handed: she also wondéng atupidity of the bull, the “Mithraic
beast” with its massive maleness. Her impatienttodtun at the men, not at his cloak” (17)
is perhaps the apex of her frustration which theaadity of this all-male spectacle provokes

in her.

Lawrence here does more than provide a momentampsg into the feelings of a female
character; and he does more than simply elevatenmonieminine sensibility. The adoption
of an openly hostile ironic attitude towards med #reir actions from a feminine position is
an example of Lawrence’s tendency to “create ferolaéeacters ‘from the inside.” This
tendency, according to Carol Siegel, “seem[s] ieh@used him to endow them [women]
with many of his own traits” (Siegel 76). Surprigiyn (or not), “the choices made by
Lawrence’s heroines go against the male supremdwmtstines of his fiction” (18). In order
to present accurately the nature of the femaleaesperience, Lawrence uses a female
focalizer and activates the female parts of his pgyche, adopting a characteristically
female attitude (and at times, language) in higoirc It is both surprising and exciting to
watch the point of view of the omniscient narrattmmmonly though not always correctly
identified with the author, interrupted and ofteitically undermined by the female voice.
Paradoxically, it never appears that the author iee least hesitant or ambivalent about this

use of a female expressive mode. This unusual ansistent privileging of the feminine
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voice is taken as perfectly normal in Lawrence’dging and it is one of his standard tools of

expression.

This adoption of a female perspective is a consigeature of the narrative modeTfie
Plumed Serpent.o take one example, Kate’s sharp commentary omgde ceremonial
violence of the bull-fight, enthusiastically callédfe!” (PS16) by one European spectator,
is more than likely to be welcomed by the majootyeaders, especially the female ones,
who are likely to share her abhorrence of bloodtspand to side with her assessment rather
than that of the male narrator. Kate becomes tbalifter, the person through whose eyes the
events are seen. There is an almost palpable tertmastantly developing between the
attitude of the main female character and thahefrtarrator, which occasionally turns into
open conflict — something that stretches the mastidmental convention of the realist novel
to the utmost. But this is an altogether creatéreston and the result enriches the reading
experience as the authority of the male narratooimes entwined in an elaborate
counterpoint with the clear female voice of themeharacter. The male rhetoric is subject to
criticism and mockery from the female voice, whetfectively works as a second, dissenting
narrator within the novel. This alternative femaserator seems unconcerned and uninvolved
in the heroine’s predicament: she never reallyrfates here in her usual dynamic way. It is
hardly a paradox that in the end a lot of whatleen said or implied by this second narrator
stays with the reader, when the main narrator'sdetwave faded away. The traditional

authorities within the novel never seem entirelguse.
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Kate and her Mythicization

In The Plumed Serperifate is transformed into Malintzi, the ancientézgoddess of
vegetation. Many reviewers have considered thisstoamation unconvincing. Charles
Burack goes on and points out that Lawrence enggrtaes transition in just eight pages. The
consequent lack of dramatic and psychological tetaéine account of how Kate’s profound
scepticism is eventually removed, makes her cororersgghly implausible (Burack 135). It
is true that her scepticism is eliminated quiteugby. But it must also be borne in mind that
some allowance must be made for Lawrence’s interibexpress his metaphysics
artistically. This is a necessity more weightyhe greater scheme of the novel, not always
possible to accommodate within strict realist contvas. “The artistic effort,” says
Lawrence, “is the portraying of a moment of uni@tvieen the two wills, according to
knowledge” Gtudy55). These two wills, for Lawrence, is the maldIMd-Motion and the
female Will-to-Inertia. This process is relatedite inner world of the soul and the senses of
man and woman. It is more a matter of faith antifgehan of persuasion through pure
reason. Lawrence tends to focuseopriori ideas and uses his fiction as a testing ground of
his notion of femaleness as inhabited by the mgksgiower of a numinous force that can

offer guidance through life, not only to the womhut also through her to a man:

So that the attributes of God will reveal that whioan lacked
and yearned for in his living. And these attribuaes always, in
their essence, Eternality, Infinity, Immutabilind these are

the qualities man feels in woman, as a princifdé) (
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For Lawrence, this female access to the divine@yohd doubt or questioning and it is a
guality that can thrive under the most difficultoecimstances as long as the woman is willing
to return to a deeper knowledge of her own womadlayal delve through her own memory
back to her powerful female instinct. This hithemtdgapped, inert, yet living resource
becomes available to Kate when towards the enkdeohovel she symbolically “admits” the
primitive and participates in a series of rituddsotigh which she is transformed into

Malintzi:

She felt her sex and her womanhood caught up and
identified in the slowly revolving ocean of nascbi,
the dark sky of the men lowering and wheeling above
She was not herself, she was gone, and her own

desires were gone in the ocean of the great d¢Bis.31)

Aided by the ecstasy-inducing qualities of musid dance, Kate opens herself up to the
world of the strange ancient Mexican gods. Thigpss according to the Jungian analyst

Edward C. Whitmont is characteristic of such a:

world of embodied raw nature, of desire and

of passion [...] To the sense of order and meaningny3us
opposes the rapture of losing one’s self in irrsiay, in pure
emotion, in the drunkenness of passion, the abandonof

the ego sense. (Whitmont 59)
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It is certainly not without significance that Digsus, the mysterious god of the unconscious
and the ecstatic, is followed by the Maenads, ftlezied ones,” women in trance, free from
the shackles of the rational mind, abandoned t@theral, sensual pleasures of the body.
Here Kate experiences a freedom from the raticadity. However, it is a mythicization
process, the abandonment to the ritualistic ecstasigh takes place in the real world.We
have, once more, an opening up of the self of tngrencian heroine to the ecstatic world
which leads women to wild, inspired action, astbimg, frightening and yet representative of
the very source of life. It is a divine inspiratiasmich compels women towards such rapture
through the powerful energy of the body, the reeom of their vital womanhood and Kate

has literally undergone this cathartic process.

Kate: The Alienated Goddess

More than any other Lawrencian heroine in a strdagd, Kate seems perfectly conscious of
her position among the native Mexicans. She hasgtopinions and voices them without
compunction, and this inevitably causes reactiblaghing will effectively silence her, even
when she finds herself in uncomfortable or downrgigmgerous situations, such as the bull-
fighting and the shooting and killing in Don Ram®hacienda. Although revered and
honored as a goddess by her Mexican servants f&teuneasy and alienated in her exotic
surroundings and tends to withdraw into herselhgoown unspoken thoughts and
speculations. It is in her intense inner life thla¢ faces the sudden revelations of her soul-
thirst for another reality. Her Western backgropnelvents her from conforming fully with
the strange norms of her new life, to the nativg wfathinking and living. But her queenly
mien is not lost on the natives who immediatelyisd®er a supreme representative of a

world beyond. Kate also has the unconscious saeradteness which inspires in the male a
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mixture of fear and respect, even in Don Cipriditte watched her continually, with a kind
of fascination: the same spell that the absure lityures of the doll Madonnas had cast over
him as a boy. She was the mystery and he the adm@er the semi-ecstatic spell of the
mystery” PS81-2). Don Cipriano finds himself in the grip oktgreat power of the female
psyche which he does not attempt to resist. Inrashto what would be the natural reaction
of a Western man (Tom and Will Brangwen’s reactionBhe Rainbovwor Gerald’s in

Women in Lovare characteristic), he is not interested in wugltag her mystery or gaining
any concrete knowledge from her otherness as thigd\be a distortion of the “natural”
relationship with the female other as well as sfiianly nature. The intrusion of the mind
would inevitably lead to the destruction of the eoamion with life which brings about the

true union of the two sexes.

Kate herself struggles with problems of identitgoatinuous battle with false personae,
the masks civilization has forced upon her. Shéessifrom this loss, and her suffering
springs from the split between her selfish, sogiaetinstructed self and her ceaseless yearning
for an intense, rich other life. She knows thautjiothis yearning threatens to destroy
whatever equilibrium she has achieved, it wouldidbal to give up. In a letter to Edward
Garnett, long before the writing of the novel (Ju8d4), Lawrence repudiates the idea that
the reader should look in his novels for “the dlab$e ego of the character.” Lawrence
continues: “I don’t so much care about what the wofeels— in the ordinary usage of that
word. That presumes @&goto feel with. | only care about what the womsi(L ii. 182-3).
Kate, like most of Lawrence’s heroines until thesarches for what she actualyand to do
so successfully she must be ruthless: she muisijetther old ego, developed under imposed

conditions she can no longer accept — her pasterdional life — and go boldly ahead into
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this new land to explore the hidden possibilitiethe self beyond what she has hitherto

experienced.

Kate’s unclear origin also reflects the unknowntishasion she has pledged herself to seek,
and her painful soul-searching, which results infimal deification, symbolically stands for
her complete abandonment of the old self. Lesdigtiably, perhaps even impressively, Kate
remains somewhat alienated to the very end. Hal feguest to Cipriano not to let her go,
leaves a gap with regard to the complete truthedfgttiveness of this initiation. It is
suggested in the novel that Kate never quite manigabandon herself wholly to the new
reality. Her old self-doubts and defences are notedy overcome, and she is never utterly
convinced of her new-found divinity: “And even antiee tears, Kate was thinking to herself:
What a fraud I am! | know all the time it is | whon't altogether want them. | want myself
to myself. But | can fool them so that they sh&ndt out (PS443). For all the recognition of
her new status offered by the others, one is nemevinced that she has lost her feelings of

insecurity and anxiety.

In the first draft of the book, titleQuetzalcoat|Kate’s abhorrence for the “revival” of the
old gods is even more apparent: “[she] watches aithixture of fascination, revulsion and
sympathy as this religious movement takes placeidgiy 193). Kate seems only
superficially related to the ancient Mexican gaadsvhose Pantheon she now belongs. She
never feels at home there; deep down she cannetugithe belief that she belongs to herself
alone. Clinging to her independence, her humarviddality, is simply not compatible with
the transformation, the loss of the self to thaemtadeity. However, she confesses: “I ought
to wantto be limited”(PS439) acknowledging her inner need and the obbgatd herself to

seek for something deeper and meaningful to filllife. It is for this reason that she goes on
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to choose the mystery of the wild new world over gienteel ennui of her London life. Her
attitude brings to mind Julia Kristeva’'s contenttbat “a woman is more apt to agree
‘humbly’ to play a ‘minimal role’ in the vast univge: that a woman finally is less narcissistic
than people say. And hence more [...] irreligiouth@ Freudian senséFS 26). Julia

Kristeva quotes from Freud®Bhe Future of an lllusiowhere the psychoanalyst calls
“irreligious in the truest sense of the word” angdwho confesses the feeling of the
insignificance of man and of human powerlessnesisariace of the universe” (in contrast to
other theorists and philosophers who see this dstradion of humility as a deep religious
feeling). Although Kate does not express any iadgdbumility” or “modesty” in front of the
vast universe and its secrets, she engages ingabwvely “irreligious” behaviour; she is
rather indifferent and irreverent towards the Qaletzatl pantheon and her commitment to
them falls far short of the devotion of the truythful: “Oh—Quetzalcoatl and all that!" she
said ‘one can have too much of itP$430). She reluctantly agrees to play a “role” hamn
new universe, dictated by her new desirous selfii¢tvbelonged to Cipriano and to Ramén”
(PS429). But through this new erotic self, Kate oes$ her feminine identity in its rightful
place. She finds in Cipriano what, in Georges Blataiwords, “answers thienernesof the
desire”(Erotism29), the erotic objedutsideherself who encourages Kate’s deliberate loss
of the self, through a mystic ritual, a process miéa waken roots deep in the soul and

feelings, the sensual, feminine erotic self.

Kate responds to the new ritual through seityieahd instinct, and finds herself open to

unconscious forces, subterranean urges and hiddesv

She was afraid, mystically, of the man crouchirgyeh

in the bows with his smooth thighs and supple Itikesa
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snake, and his black eyes watching. A half-beirith & will
to disintegration and death. And the tall man betnar at the
tiller [...] with that peculiar half-smile [...] Ashyet, Kate told
herself, both these men were manly fellows. Theyld/aot
molest her, unless she communicated the thoughetu [...]

(PS106)

So, in her soul, she cried aloud to the greatetenysthe higher power that hovered in the
interstices of the hot air, rich and potent. Kiatels that she could share “the gift of grace”
(207) with these two modern descendents of thed&ztn act of sacred communion which
signals her entrance into another level of consriess. The sight of the natives makes her
aware of this latent eroticism, something that flete up again, more forcefully, later at the

“Plaza,” when she feels a sudden powerful attradiwo the half-naked male dancers:

the beautiful ruddy skin, gleaming with a dark fiess;

the strong breasts, so male and so deep, yetwtithe
muscular hardening that belongs to white men; hadlark,
closed faces, closed upon a darkened conscioyshedslack
moustaches and delicate beards framing the closeats of the
mouth: all this was strangely impressive, movirgrsge,

frightening emotions in the soul.

Kate seems, in the beginning at least, completglyrsed by this silent, mysterious

eroticism oozing from the Mexicans — “their verykad torsos were clothed with a subtle
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shadow, a certain secret obscurity;” they are adfgrent from “the strong-muscled” white

men “with an openess in their very physique, aatermstensible presence” (121).

For most Lawrencian heroines, this sudden discowkeyotic difference comes as a
powerful epiphany: eroticism is often the feminuay towards the sacred: “always on the
borderline between nature and culture, the anit@bsid the verbal, the sensible and the
nameable”£S27). Eros is to be found in this “borderline” andid Kristeva says that
women stand better on that “roof,” for they evetijudeny any restricted and restricting
identities and are open to the mystery of the fattde which by their very nature contain
the possibility of change. Thus, for woman, theltzdmon between “real” and “unreal” is not
problematic. The life-mystery does not seek foegplanation. Woman is “here” and
“there,” present and absent, ready to feel, but ®italk, to be and to act. She is there
moving equally towards society and towards god.ubfothe details of the expression differ,
this is very much what Lawrence, too, seems tcelselivhen seeing women as the
individuals who must come in “real contact” with méut also as “the living fountain whose

spray falls delicately around her, on all that carear” LE 299).

Following this secret path and deciding to go tiglowith the Quetzalcoatl initiation
process, Kate enters into a bargain with the Mexrmoan and the soon-to-be-resurrected
ancient gods that would ensure her both sexuallfuéint and spiritual contentment. Less
prone to suggestions, Kate knows neverthelesstigis under the influence of these two
men, albeit not completely in thrall: “She was #palnd but not utterly acquiescent. In one
corner of her soul was revulsion and a touch ofeali The violence of the Malintzi rituals
instead of silencing her has the opposite effagt.uRder pressure, Kate confronts Cipriano,

refusing point blank to believe either that hetlee“Living Huitzilopochtli” or that she is
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Malintzi, “the bride of Huitzilopochtli.” “I am oly a woman [...] | am sick of these men
putting names over me. | was born Kate Forrestet,|ghall die Kate ForresterP[ 371).
Being swallowed up, in order to become a goddesstisvhat she really aspires to. Nor is
she tempted by the honour the male gods promisdfhieligion is to be identified with

power, Kate is to remain tenaciously irreligious.

Kate and Female Resistance

“Society rules by the pure masculine principle, vélas the sacred resists by the pure
feminine principle. ‘Resist’ would be the world lighg the sacred{FS53). And resist is

what Kate does throughout the novel. She repeatetliges to accept the unnatural and
immoral male order that seeks to constrict and datei and abhors their actions. When she
rescues a bird from the Mexicans’ hands in the @rdplome to Sayula,” she acts as a
defender of the weak, a guardian of a higher gpiacilt is no accident that she is
transformed into a vegetation goddess, a protectielife and the continuous cycles of death
and rebirth. “It was as if she could lift her haraatsl clutch the silent, stormless potency that
roved everywhere, waiting. “ ‘Come then!" she saidhwing a long slow breath, and
addressing the silent life-breath which hung unaée in the atmosphere, waiting?$106).
She has a strong affinity for the impalpable mystgound her, which is nothing else than
the life energy. She feels imbued by an inexplieave and wonder, a sense which she
cannot rationalize, an intense experience of thmeli She gradually cultivates inalienable
bonds with the natural world, a world in which $&els far more at ease than with that of
people. The incident when she rescues the littttdond desperately tries to keep it in life is
characteristic: “She staggered on and on, in agoolging up her skirts in one hand, holding

the warm, wet, motionless bird in the other” (21)d so is the anger that flares up against
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the man and the boy who wantonly captures and alkiltssthe little bird: “Black,
apprehensive male defiance of the great, whitedifemmale. Kate glared back from under
her tree. ‘If looks would kill you, brat, I'd kijou,” she said” (218). Kate, “the great white,
weird female,” becomes the all-seeing eye of natuse at least, one of its agents who may
set things right and punish the evildoers. Hereagain, the female represents the natural
mystic force opposing the destructive male instiKette is the alienated mystic feminine
whose very difference and solitude acquire a saguedity and act as the catalyst that
ultimately provide her with the possibility of entey into a new, fecund relationship to life.
This is of course an archetypal situation and ak swites widespread speculation. Harry T.
Moore claims, quite reasonably, that “Kate fitsthemto the Sleeping Beauty pattern”
(Spilka 68): the female lying in deep sleep, isadatuntil the time comes for her to be
awakened and brought back to life by the right miatwo in her case. Moore acknowledges
that Kate distrusts all the story about the restiga of the ancient Aztec gods and the
acquisition of divinity. Not that Kate is above Inay her own fantasies — she does view
herself as something of an Amazon figure, but ges sier relationship to the males
perceptively in terms of exclusion/inclusion. Skel§ emotionally excluded, and the strange,
brutal religious practices, the product, not jusa different culture, but also fundamentally
different sensibilities, tend to alienate her ferttBut a personal rebirth through a system,
religious or secular, can only come through indaost differences must be reconciled.
Caught in this awkward quandary, Kate attemptsnaptex compromise: superficially
accepting the old time religion and participatinghe male-designed activities aiming at the
rebirth of the ancient gods, while silently damnthgm as absurd, evil and largely irrelevant
to her acquirement of a new self-awareness. Deggte reservations, however, she finds
herself fascinated by it all: “And deep in her scaime a revulsion against this manifestation

of pure will. It was fascinating also [...] The bka relentless power, even passion of the will

260



in men!” (PS387). But this is a fascination not quite convimciKate resists the imposition
of another ready-made masculine religious and nuamdé, which, for all the many
differences from those she had encountered bdikeehem, seeks not to liberate but to
swallow her. In spite of her fascination, she idlaeare of the danger of being diverted
away from her true goal, claiming her feminine iglgrhas been the primary issue for her,

and the safest guiding principle.

The positive image of a woman in search of a ndfyser radical, promising but
problematic involvement with the natives, her neasito nature and the steady building up
of a new consciousness based on her intuitiveiadf&) constitute a quite convincing element
within the novel. Kate wishes to escape from theueof a meaningless life as much as from
the useless strain of male power games. Her diesmeeover the natural balance of body and
soul through the life of the senses and instinets & motion her inner female energy which,
for Lawrence, constitutes a sacred mystical enesfg. becomes a female warrior determined
to find her own path, fearlessly cutting throughenarejudice. This leads her to forge a
mystical connection with nature and develop a genintimacy with the native people, but
also, delving inside, to discover a new world aitincts and feelings she may have known
about, but never really tapped before. Instincyivehe turns to this new reality which arises
from the depths of the self and brings along neubtitoand fears, but also the palpable
possibility of a true profound communication withfarms of life. Kate becomes aware of
the need to discover her real nature, not in ai@eacquire control over herself and others,
but to gain wisdom and spiritual contentment —facdilt task for women as well as men. She
proceeds to marry Cipriano, not because she lardg$he Living Huitzilopochtli” PS319),
but because he is the man with the spirit and tickeiance necessary for the long quest

towards the discovery and revival of the self.
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This compromise on Kate’s part constitutesniost subversive act within a novel
containing many. The whole movement to revive #gligion of the ancient Aztecs seems far
less convincing than Kate’s own quest to achidedolng renewal. Kate / Malintzi, the
vegetation goddess, is ready to reclaim her dipmeger, and the two men, Ramoén and
Cipriano are her initiators and consorts in thecdasinto the unknown. The woman who
symbolically oversees the natural cycles of deathranewal, must first accomplish her own
regeneration. This, carried out with unswervingidaiion, cannot but disrupt and probably
undermine the strategy and the purposes of therterm What is more, Kate’s argument,
examining the male plans through the prism of ariéme awareness, suggests a very
different ideological basis, which can give thederagenuine and unexpected reasons for
unease. As se saw earlier (see the section orFéimale Focalizer”), the argument between
the authorized male narrative voice and the digsgfémale one sustains a dramatic tension
between the linear sequence of events and theilfis@nce. This is a vital characteristic of
Lawrence’s narrative style which is revelatorylod tomplexity of his philosophical outlook

on the cosmos, religion and gender.

Kate’s Sacred Transgression through Eros

Kate feels envy for Teresa, Ramon’s future wifé&naevledging in her “This hidden,
secretive power of the dark female!” In sharp casttwith Don Ramon'’s first wife, Carlota,
who was unable to share his husband’s passioméaretvival of the old gods and understand
the meaning behind this revival, Teresa repregbetawakened female spirit, the live female
sexuality which can only love and embrace malerognss. Kate sees in her “the ancient

mystery of the female power, which consists inifjorg the blood-male.” Even if Kate
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seems to despise Teresa’s servitude to Ramorthitaagh her presence that she realizes
“that the clue to all living and to all-moving onto new living lay in the vivid blood —

relation between man and womai®1(399). Kate gradually leaves her cautious consefmvati
self behind and follows the dictates of her longgessed erotic one. Erotic attraction, the
act of love, is the fundamental experience of tegtf and, as Georges Bataille says, “the
born enemy of people haunted by Christian taboBsjt{sm92). For Bataille, Eros becomes
the enemy of the prejudiced, the enemy of the presitucted norms and ideas, the enemy of
order. The act of love resembles that of ritualifiae, as both involve a violation of the

body order. Eroticism and violation, violence amith, are the inalienable and anarchic parts
of life, fiercely independent from both reason awill, and as such they belong to the sacred

rather than the profane world.

Lawrence, too, sees in eroticism the profound uoiaihe two sexes, “an infinite range of
subtle communication which we know nothing abou& 301). The union of man and
woman, compelled by an inner urge, is a purely nacmus but irresistible rite, a great
mystical adventure in which two others, the oth#ismle human consuciousness and the
other within the self come together: “The othertfide the human consciousness] is primary
and sovereign. It may arise when the other [withenself] is out of gear; it is obscure, or
else blindingly clear: either way it evades thesgraf our aware intelligenceEfotism193).
The merging of the two others, the inner self dreddxternal, inaugurates the construction of
a new erotic awareness, which promises a transoeptEasure and is finally found in the
union with the object of erotic desire, the manvoman who will function as the gate to
erotic transgression. This mystical process leadmgp the unknown self is a liberating
purgatorial process, which necessitates the déstruaf the profane superficial self, the

death of the old consciousness. Thus, the erdficasarchic, irrational and irrepressible,
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always has a dangerous, destructive side. Cath€iéraent makes a subtle and accurate
distinction: “absolute love is sacred, not diviNarcissistic, bulimic, exhibitionist, mortal.
Indecent and conspicuous [...] | love — the othelomger exists” ES 124). The other, the
object of the desire, must lose its independencsst fme united with the desiring other.
“Absolute love is sacred not divine.” If sexual éokielongs to the senses, the sensual self,
then it is closer to the feminine awareness, begasHélene Cixous put it, a woman fights
with the body: “A woman without a body, dumb, bljrdn’t possibly be a good fighter”
(NFF 250). It is “her flesh [that] speaks true” (25Ihus love as the strongest, bodily
passion belongs to the feminine; it is the strongeperience, taking over the rational being
like an alien invader, a sovereign, coercive, inpoghensible force. If love signifies
abandon, a complete surrender to the flesh, itsatgufies a kind of heroism. It is also an act
of self-negation for it crosses the limits of tledf s- the daring act of transgression that

demands freedom from rule and order, the natuikdreim of the religious divine.

The reader oThePlumed Serpenwitnesses the woman'’s revolt against this maseulin
order, the jouissance the new self derives fromatite®f lovemaking experienced as a new

sensual reality:

Her strange, seething feminine will and desire sldakin

her and swept away, leaving her soft and powerfudtgnt,

like the hot springs of water that gushed up sseless, so

soft, yet so powerful, with a sort of secret poterfeS422)

Kate rediscovers her sexuality, the sacremiusof her erotic self; she is re
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born through a thorough and painful transformatbthe old, conventional ego, and she is

acutely aware of the minutest details of the whmlsettling, exhilarating process:

For it was not her spirit alone which was changihgias
her body, and the constitution of her very blodde Sould
feel it, the terrible katabolism and metabolisninér blood,
changing her even as a creature, changing hemothem

creature. (421)

It is an awakening from within the depths of theisghe body, the soul, a pleasure derived
exclusively from the male body. Kate is transfodmeot by an external force, but through
the sheer strength of her instinct. She is empaiveyea new determination not to lose her
hold “on the hidden greater thing” (109). She igsised as she discovers her long dormant
womanhood and becomes aware of the “the strangearpower of the men [...] like a
darkly glowing, vivid nucleus of new life [...] l&the centre of the everlasting fire [...] a new
kindling of mankind” (122). At last, the reconnection with the deepvedge of the
instinctual, erotic nature is established andfiifally acquires its natural balance: “the years
reeled away from her in fleeing circles, and sheasavery real woman can sit, no matter at
what age, a girl again, and for him, a virgin” (39%his return to a pure state signifies the
reclamation of unprejudiced, child-like awarenesegturn to the “directed thinking” of
childhood, which, as Carl Jung says, “lies in auividual past, and in the past of mankind”
and is free from the self-interest that characesriand ultimately disfigures the “adapted

thinking” of the adult (Jung 36).
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Kate needs this catharsis to get away from a degyaelf image, and thus,
simultaneously, from the idea of the self as adigenstruct, forever a slave to the cultural
parameters that initially shaped it. This purgatigprocess becomes possible and effective as
Kate comes to employ the psychic tools that argth@ege of the feminine soul. This
creates an eerie impression of another world tehvbnly women have immediate access, a
sacred other place to which they truly belong. leawe considers this feminine secret
domain as a given, and invites his heroines to@dbés reality, open up to it and merge with
their “soft quiet rivers of energy and peacBhenix 11541). The passage to this other world
is generally possible through the awareness ofrtaile other, and this is what makes the
union of the two sexes. The woman'’s sacrednessigrbe attained by her admission of her

inner erotic self.

Kate is a very different person at the end ofribeeel far more flexible and resolute, and
therefore far more free to feel and act. Althougliegsceptical about Cipriano’s and
Ramon’s ambitions to resurrect the ancient Mexgauas, she has completely internalized
the need not to lose her newly found femaleness.iStully conscious of the consequences
such a loss would entail: “if one tries to be uniéd, one becomes horrible. Without
Cipriano to touch me and limit me and submerge nily Mshall become a horrible, elderly
female” PS439). Kate begins to understand something prelyaissed to her, and
gradually starts to untangle the mysterious thrélaalisconstitute being: “After being, doing
and being done, but first, being.” Catherine Cléhtprotes the above statement by D.W.
Winnicott and asserts the identification of beinghwthe feminine principle: “The feminine
principle stems from being in the pure state, wthikemasculine principle takes charge of
doing — and the acceptance that comes witHFH8'52). Lawrence is in perfect accord with

this idea: “The male exists in doing, the femalé@mng. The male lives in the satisfaction of
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some purposed achieved, the female in the saisfiact some purpose containe®tqdy

94).

In “The Laugh of the Medusa,” Héléne Cixous emptessthe incontrovertible forces of
women, depicting the female as a being vitallyelendowed with the abundance,
generosity and extravagance of nature: “Our glgrm@ssmiles, are spent; laughs exude
from all our mouths; our blood flows and we extenaselves without ever reaching an end”
(Cixous 248). Luce Irigaray acknowledges in thewass of female being “a sort of
expanding universe to which no limits could be di@d which would not be incoherence
nonetheless [...] Woman always remains several, iritsskept from dispersion because the
other is already within her and is autoeroticadlynfliar to her” (Irigaray 31). This integrated
otherness in Lawrence’s fiction sustains and endstiee whole feminine existence. It is the
locusof female power, which is real and eternal, yiebudtaneously, unarticulated and
indefinable. It is a power that man can sense amdan must seek to restore through a
rigorous exploration of the female inner underwotldlike man, the woman is not confined
by action. Female being, as opposed to male actiag,suggest that the woman is somehow
inert and passive and perhaps not far from beitiggbia — an etymological relation that is no
accident — as inertia is easily identified with iwioility and thus with stagnation, decay and
death. But inertia is also inalienably associatét stability, a vital condition for life:
women are less active than men, but they give ltintby become the creatresses of life. The
female being for Lawrence, is an expanding univiestable, yet never at rest, an

inexhaustible creative power that perpetuates life.
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Kate enters into the condition of the sacred beimge she has utilized her true creative
potential and succeeded in interpreting correttéydlear, urgent, irrational calling of the

uNnCcoNnscious:

So swiftly one’s mood changed! In the boat, shedisdpsed

the superb rich stillness of the morning star,gbgnant
intermediate flashing its quiet between the energfehe cosmos.
She had seen it in the black eyes of the natinethe sunrise of

the man’s rich, still body, Indian-warnP?$96)

Kate can feel intuitively the “strange darkly-irgtent beam of wonder, of magic” after
reading the Quetzalcoatl story in a newspaper.c8hkl sense there “a different light than
the common light” (58), a light that suddenly, iropably, awakens her passionate, mystic
self. It is her being that responds to the extecaling, and she does not have to act or even
think in order to answer it. This is not anothesktéo be accomplished in the manner males
set themselves tasks to challenge, confirm andhgthemselves. Hers is a unique internal

experience, the joyous cry of being inside her tlgditvers liberation and rebirth.

Kate feels a numbing loneliness, a total, lifeetltening alienation and it makes her realize
how much she needs another world to belong torAfiie knowledge, she can finally heed
the sacred calling to a life that she once igndmgichow yearns for. Her erotic other, long
shackled and silenced, is shown re-emerging araveeing, as her longing for love and
sexual healing is finally satisfied. In a socidtgtttreats her as an alien, Kate finds refuge in
her capacity for feeling and empathy, and regaarssphontaneous flesh-and-blood self: “We

must go back to pick up old threads. We must tgktha old, broken impulse that will
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connect us with the mystery of the cosmos agaiw,we are at the end of our tether” (138).
Kate, the strong female voice of resistance, staréxplore the forgotten realm of the senses,
creating a sacred site where she may enter andTllhre is what she has in mind when she
lets herself be seduced by Cipriano, the dark-@yeslsenger of Eros, and perseveres with
him. Although sorely tempted to run away from It Back to the safe quiet waters of her old
life, she persists in following the dictates of h@nd, and remains steadfast, though not
always tolerant and patient, to reap the fruithaf hew experience. She is the authentic

Lawrencian heroine who dares to respond to hericaléng of intuition.
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Chapter Nine

“The Woman Who Rode Away”: The Road to the Sacred

Written in New Mexico during summer 1924, in theemval between the first and the second
draft of The Plumed Serperdnd published one year lateral magazine, “The Woman
Who Rode Away,” a short story also involving iniigan to Indian rituals, is sometimes seen
as the junior partner to the novel. Neither of theas ever much loved, but “The Woman
Who Rode Away” has provoked the most violent reansi In fairness, it is hardly surprising:
the (never named) white woman, who is the mainaattar, abandons her American husband
and rides out to seek the Indians. She finds thahdaspite their indifference and
strangeness, the Woman is willing to follow thenaisymbolic journey to the other, which
enables her to abandon her Western identity. Tthams take her, dress her in blue, the
colour of the dead, and ritually kill her. Thisist@ould be said to express Lawrence’s

Bataillean belief in reaching the sacred througtriBee quite literally.

Mabel Luhan, the hostess of the Lawrences o5 T@ho was married to a pueblo
Indian, was the first to be offended (Ellis 73, 188) as she immediately recognized herself
in the portrait of the Woman. But many readers anitcts were offended, especially, though
by no means exclusively, feminists, who saw in #stiange story of Lawrence, an attempt at
“revenge” on the image of the white, Western wonierhaps the most outspoken critic of
this story has been Kate Millett 8exual Politic§1970) who dismissed it outright as
“demented fantasy,” a piece of “sadistic pornogsdph which Lawrence equates sexuality

with violence and death: “They [the priests] awhé moment when the sun, phallic itself,
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strikes the phallic icicle, and signals the phatlieest to plunge the phallic knife — penetrating
the female victim and cutting out her heart — teatd fuck” (Millett 410). Julian Moynahan
summarizes it as a story in which a woman throwsdie“into an abyss of senseless blood
sacrifice” and concludes that it is “a heartless &a fond (Moynahan 178). Judith
Ruderman characterizes it as “a vendetta agaitiéiviéemales, whose representative awaits
a knife in the heart as the story ends” (135).dHeth Wallace is in a distinct minority in

seeing it as “one of Lawrence’s most perfect cosati (Squires & Cushman 114).

The complexity of the story raises particulaestions concerning authorial intention,
the Woman'’s presence and the final sacrifice. Inamglysis, | consider the Woman as
Lawrence’s manifestation of the human being whaseary mission is to discover and offer
him/herself to the ultimate origin of all creatiofhe Woman undergoes a voluntary process
of dissolution of the self in the other, followingquestioningly the calling of the human
instinct, what Lawrence called, among other nantes}IT.” In his Studies in Classic
American LiteratureLawrence refers to America’s Pilgrim Fathers Wédfbtheir country
and come to the new world: “They came largely tbageay]|...] In the long run, away from
themselves. Away from everything [...] To get avilaym everything they are and have been”
(SCAL9). But Lawrence argues that freedom is not tisslaite it is commonly taken to be:
“Men are free when they are obeying some deep,roshwaice of religious belief. Obeying
from within [...] If one wants to be free, one hagtee up the illusion of doing what one
likes, and seek what IT wishes done” (12-13). tHe American whole soul” hidden
underneath “the democratic and idealistic clotleflsAmerican utterance,” the “dusky
body,” must be discovered and obeyed. “Hencefoetmbsterless,” he commands, only to
add an immediate countermand: “Henceforth be medit€i4). The human being, for

Lawrence, must be mastered by the numinous “ITig’tikminous other, the “blood
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consciousness,” which cannot be articulated, oglly hut will lead the human being safely
towards its authentic self which lies dormant dieejhe soul and is of the same substance

with the universe.

There’s always a reluctance to abandon thevkriego” to this “oceanic” experience that
is under the complete control of this dark sidéhefself and this, as Marianne Torgovnick
points out, reveals Lawrence’s abiding commitmeniMestern individualism and his
inability to let himself dissolve in this stateaiie and wonder. Torgovnick suggests that
although Lawrence feels attraction for the ocearjuerience of dissolution of the self, he
finally “returns to his commitment to Western indivalism” (Torgovnick 57). But of course
Lawrence never denied his Western sense of indaidientity, although he recognized
many of his desires and ideals in the old religiand rituals and believed that their
necessarily eclectic revival could awaken the dexgonscious human side and rejuvenate
humanity. Lawrence was always well aware that aenvndividual is not in a position to
come close to the point of pure assimilation wit@ tosmos. However his heroine in this
short story seems to do exactly this: she acchptsiceanic” nature of hers, which she also
finds in the mysterious and mystic Indian rituaisd voluntarily abandons herself to this
experience. This is, nonetheless, Lawrence’s mubiteous ideal, that an individual derive
this energy and power from the universe and ratumit. It is a hope for individual and
social renewal that has very little, if anything,do with a literal return to a savage way of

life.
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The Mystical, Genderless Identity of the Woman

“The Woman Who Rode Away” can also be viewed, adlastration of some parts of
Lawrencian doctrine: his conviction that the wonsamatural function is “being” rather than
“acting™: “the vital desire of every woman is ttste shall be clasped as axle to the hub of the
man, that this motion shall portray her motionless) convey her static being into
movement [...] This is complete movement: man upomao, woman within man'Study
52). Lawrence found it expedient here to make thetim” a woman, possibly because it is
the woman who, as Simon de Beauvoir put it, “urmesdly accepts being defined as Other”
(De Beauvoir 209), the “Other,” that is, to maléaaality. Whatever view of the story one
may choose to favour, charitable to Lawrence oemtise, realistic, cautionary tale or
“naked doctrine” (Kermode 111), it seems beyongutis that it is no aberration but in
perfect accord with his philosophy, what he congdemportant not just about women but
all humanity, namely the need of the individuafitml herself and in the case of the Woman,

to accept the sacred calling of a world beyond Wwiscere symbolized as an Indian god.

In the story, Lawrence portrays an attempt ahsucebirth through the abandonment of
the cultural given and a return to the primitive.tlhe beginning there is alienation; the
woman finds herself in circumstances that pradsidalce her to abandon her family and
friends and start anew to confront her fate. Seayugh this prism, the woman is a tragic
heroine. Lawrence had stated his idea of the tiagjio or heroine in his early work on
Thomas Hardy: “In these plays [the ancient traggdienventional morality is transcended.
The action is between the great, single, individaedes in the nature of Man, not between
the dictates of the community and the original pasqStudy46). The Woman's story in the

“The Woman Who Rode Away” focuses not on her egigament from her immediate
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environment, but on her desperate determinatiai&y the dictates of her instinct. Too long
pent up, her unconscious finally violently wrestsittol of her. What determine her course
are not hopes and fears fuelled by naiveté or mym®, but the dark, unintelligible, reckless
forces of her intuition: “she felt it was her degtto wander into the secrets of these timeless,
mysterious, marvelous Indians of the mountaiVg¥(RA42). It takes great strength of
character and deep soulfulness for someone to Isstdlindly to the “IT,” to the instinct that
calls from within. For the Woman, to follow her ¢lag is not to act on a fantasy, but to
undertake an audacious and necessary venture asshce states in his essay
“Aristocracy”: “The true aristocrat is the man whas passed all the relationships and has
met the sun, and the sun is with him as a diad&DHR375). The man— or in this case the
woman — overcomes all obstacles in order to meetli which in the above quotation
becomes the sun, the emblem of rebirth, the symmidk. This process to the sun, (the
Woman is sacrificed to the god of sun,) the syntbgliest for another land within the human

soul, is literally dramatized in the story of theokivan.

In this sense the Woman can also be seen @sdeedess character, deliberately denied
the clear and strong individual identity that ipital of Lawrencian heroines. As Hough
explains, Lawrence “does not fall into the mistakenaking the woman a self-conscious,
competent cosmopolitan [...] and we do not becomangre of her as a social being that her
later adventures become incredible” (Hough 141)s Tha defence that ought to acquit
Lawrence from the charge of creating such a patleediature, a “silly” woman stupidly
acquiescing to become a “victim” (Millett 405). Theeation of the Woman has been seen as
an example of Lawrence’s misogynistic streak, arcerg position which “appealed to him
as a refuge from powerful women,” and, in broadems, allowed him to express his new

belief, not only in the power of male bonding ahd toncomitant homoerotic feelings, but
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also his scorn of the anonymous mass of humanityo(N9-10). But here some moderation
seems necessary. We must not ignore the fact thiigothis same period Lawrence is
working on the character of Kate Leslie, the powigmale heroine in the other Mexican
story, The Plumed Serperd work he himself considered at the time his nmapbrtant novel
(L v.267, 271, 332). Although this was the novel inebhiLawrence illustrated more fully
his turn towards the “phallic” mystery of the malhich must be respected and then
embraced by the woman (a major theme to which hddwtevote a lot of attention in his
final years), he still made of his heroine a cleegrergetic woman who can also criticize and
even mock her two “initiators.” Moreover, Mornings in Mexicq1925) (Lawrence’s
travelogue about Mexico and Indians, written thme period) he still felt enchanted by the
“the triumph of the magical wistfulness of womame wonderful power of her seeking, her
yearning, which can draw forth even the bear frasrdien” MIM 58-59).He discerns in her
“a delicate, marvelous sensitiveness, which drasth the wonder to herself, and draws the
man to the wonder in her, as it drew even the waionals from the lair of winter” (61). It is
obvious that Lawrence, even during his “leadergi@pod,” had not lost his belief in the
mystical power of the female soul and its uniquiitgtio save man by bringing him in
contact with the eternal mysteries of the cosmabss fpromise of salvation through the
female, a fundamental tenet in the Lawrencian grappears with special intensity in the
works of this period, which proves that he hadceatsed dramatizing what he always

believed about the female principle as the soufdiéeo

The Woman in the story is a mystical beingadseinitiated into the Great Mystery. She
identifies with the awe inside her and the clo$er @pproaches to her goal, the more she
becomes “vague and disheartened,” untouched byiagyearthly or human. Approaching

the final union with the otherness of the sacredithe numinous, the Woman is beyond the

275



point at which she could still retain her sensa&lehtity; she has “no will of her own,” and

moves like an automaton to meet her destiny.

In her first encounter with the three Indiath® Woman instinctively recognizes her
killers: “she noted this long black hair with centaistaste. These must be the wild Indians
she had come to see.” For the Indians, the Woraares effectively from nowhere, since
she gives only vague and evasive answers to tbestmpns: where is she going? “On ahead”
(WWRA45); where does she come from? “I come from faryainahere is her husband?
“Who knows?” (46). The one thing she states cleardychilling clarity in this context — is
her purpose: “I want to visit the Chilchui Indianso see their houses and to know their
gods” (47); “I came to look for the God of the Ghibi” (51). Initially, the woman retains
some part of her “white” Western values: she igified by the Indians’ brutal treatment of
her horse. But what she feels is not something takihe revitalizing sexual impulse Gudrun
Brangwen, for example, feels in the sight of Gésalstutal abuse of his mare. It is a strange
brew of emotions accompanied by the numbing knogéeaf impending death: “The woman
was powerless. And along with her supreme angee tteame a slight thrill of exultation. She
knew she was dead” (48). Her process to the Iniaaple of death becomes an increasingly

mystical journey, almost a pilgrimage:

She lay wrapped in her blanket looking at the stars
listening to her horse shivering, and feeling Ekeeoman

who has died and passed beyond. She was not siire th
she had not heard, during that night, a great caagie center

of herself, which was the crash of her own deat) (
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The woman here follows the “IT” unquestioningly;terms of the language employed in
Mornings in Mexicoshe is like a human being who “with his consciogsrend his will
must both submit to the great origin-powers of, ldad conquer them.” She stands for the
genderless, non-sexual, almost inhuman force wkiphrely instinctual and spontaneous
and which will lead the individual to merge witretBource and “conquer” “its strange

malevolence” MIM 85).

During their first encounter with the Womarg three Indians discern in her eyes the
“curious look of trance,” “the assurance of her omemanhood, and the spell of the madness
that was on her"WWRA46). But the feminine psychic realm is not a sowfcmystery for
the Indians, who intuitively feel her othernes®isg her not as a white woman but as a
sacred object. She is “a mystic object [...] sorleicle of passions too remote for her to
grasp.” “They never saw her as a personal womary. @tripped of her femininity and her
sexual identity, she does not endeavour to aclsere kind of fulfillment, emotional, sexual
or any other, as Kate or Ursula, for instance tdidugh their encounters with men, their
social surroundings and nature. She does not giysecific reasons for her decision to
leave home; she never complains, criticizes moclkgtacks. She does not possess the sharp
mind and tongue of the typical Lawrencian herolnstead of these attributes, Lawrence has
invested her with the extraordinary power of a haraing who has completed her
metamorphosis and is now ready and able to tradgtemworld and leap into some other
cosmic dimension. The woman is consumed by theainelous creative energies of the
cosmos. She feels she is being used for a divingopa she does not understand and though,
on one level, unwilling to die, she is unable teisethis sacrifice of her body and life: “She
felt she was drifting on some consummation, whiwé Isad no will to avoid, yet which

seemed heavy and terrible to her” (63).
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Ritual Death, Violence and Final Rebirth

Such an acknowledgement of the religious rituatifee as the ultimate mystical experience

can also be found in Bataille’s comparison of eisth and death:

In sacrifice, the victim is divested not only obtties but

of life [...] The victim dies and the spectators shiar

what his death reveals [...] This sacredness isdéhelation
of continuity through the death of a discontinubegg to
those who watch it as a solemn rite. A violent dehsrupts

the creature’s discontinuityE(otism22)

Bataille calls our mode of existence “defined” dhdt of separate individuals a
“discontinuous” one (18). This “discontinuity” oelmg might be understood as a term
analogous to Lawrence’s “amorphousness”: “Eachb@mm®mes a single, separate entity, a
single separate nullityRDP 273). For Lawrence this creates a false sensdfedigéiciency
which leads the individual to the substitutiontut real “IT,” the real meaning of life, with a
self-conscious ego. As Bataille says, the dissatubf being through death or through the
erotic activity restores the “continuity”: to lovi® die is a “refusal to limit our selves within
our individual personalities’Hrotism24). Similarly, Lawrence believes that death seems
bring about the desirable “continuity,” the “consuation of union” RDP 283), which frees
the ego from the nullity of sensational existendsus, the ritual death of the Woman can be
seen symbolically as a passage to “continuitytheodissolution of the self within the other:
“He who would save his life must lose it [...] Certigilet him cast upon the waters. But if he

dare not plunge in, if he dare not take off higloés and give himself naked to the flood, then
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let him prowl in rotten safety"Study15). This is a kind of death which Lawrence présen
not as annihilation, but as a mystical experietioe)ogical culmination of the refusal to

accept the false normality of mechanical being.

In “The Woman Who Rode Away,” Lawrence, in aguokoxical inversion of metaphors,
disguises the mystical death of the Woman as ralitae. For the real subject of the novel is
this mystical death that the Woman is willing talargo, the Death which devours Life in
order to destroy the static nullity of the forms-says Lawrence in “The Crown” written as
early as 1915RDP 298). In the ritual death of the Woman, Lawrendenawledges the
perfection of “the absolute form, the revelatiortltd consummation of the flux, a perfect jet
of foam that has fallen and is vanishing away” (30hus, the Woman’s dance with death is
a dance into life born again. Having almost noifeg at all when she reaches the final stage
of her sacrifice: “She felt little sensation, thbughe knew all that was happening/\(VRA
70), the Woman becomes a timeless being, one whesurpassed the “achieved ego, the
egoistic Christian, the democratic, the unselfi@dRDP 297). Having completed the first stage
of her transformation, she can obey her soul-vaigggive herself freely to consummation.
To quote from “The Crown” once more: “I am not immad till | have achieved immortality.
And immortality is not a question of time, of exasling life. It is a question of consummate
being [...] It means undaunted suffering and undalietgoyment, both” (301). The Woman
has already been consumed by “undaunted suffelomg’ before the moment “when she
actuallysawwhat he [her husband] had accomplished.” Theldgs isolation’she lives in,
“the great, sundried dead church, the dead portiddeshopelessovered market-place,
where, the first time she went, she saw a deadyilog between the meat stalls [...]
Deadness within deadnes$V{VRA39). This is the actual moment of death of the human

being, the sudden sharp pang of pain when evegytirinimbles before the realization of the
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utter falsity of life, the empty vagueness of exgte when the soul is deprived of the divine
grace that is its livelihood'he Woman is capable of rebirth, because she hasbandoned
herself to the real death, that is the death ofrtbnct, but despite it all she keeps alive the
vital relationship with her deeper self. It is tkeigerlasting capacity of the woman to be in
contact with the inner voice of her soul, a capaaihich, even in this strange short story,
clearly reveals the female consciousness as the imgtrument for the attainment of true,

life-affirming knowledge.

In the following quotation frorMornings in MexicoLawrence refers to the violence
exercised by the Indians on their victims: “The Alpawarrior in his war-paint, shrieking the
war-cry and cutting the throats of old women, $télis a part of the mystery of creation”
(59-60). This weird, subterranean sensibility, vinaccepts and justifies violence as a natural
human urge, though intensely felt by Lawrence pisyet something he has unconditionally
embraced or interiorize¥iolence, according to Bataille, even as it briag@ut suffering
and death, “deprives the creature of its limitedipalarity and bestows on it the limitless,
infinite nature of sacred thingsEfotism90). Cornelia Nixon shows how Lawrence, in the
unpublished chapters of “The Crown,” despises émsationalism which violent activities
entail and calls it “a self-destructive gratifiaat|” but also acknowledges in this perverse

human tendency a road towards the infinite:

A man may be sufficiently released by a fall onriyge
and a dangling for a few seconds of agony in thek-$piace.
That may finally reduce his soul to his elementq [...
Then he can begin to develop, to build up, to ynify

to create [...] So that the near touch of death ney b

280



a conversion to life, a liberation to the principlethe

creative absolute. (Nixon 40)

Nixon, taking into account things like Lawrencetsdription of his feelings at the sight of a
maimed soldier at the seaside, points out thaitiee he attempts to communicate here “is to
go ‘beyond the furthest edge of known feeling,bisadism or into masochism — plunging the
bayonet joyfully into the enemy or getting one’g &hot off. The result may be release and

rebirth” (40).

The Woman in this tale wishes to be annihilat&tie knew she was a victim [...] But
she did not mind. She wanted WWRAG7). Violence is welcome as long as it functioss a
a liberating force whose cathartic value can bl fpppreciated only if one is prepared to
look beyond the limitations and prejudices of tbeventional human existence. In violence,
true nature is revealed: hard, strong and cruell the being who understands the rightness
of this force is in contact with this essentialurat As Lawrence writes iMornings in
Mexica “And the mystery of creation makes us sharperktiiees and point the arrows in
utmost determination against him [the savage wdridiomust be so. It is part of the wonder”
(MIM 60). Nixon, writing about “The Prussian Officerémarks: “Killing the officer is
presented as a healthy reaction of the orderlgsrintual being” as “the orderly who kills his
officer, in a burst of repressed instinct, is swayt of ordinary life into the unknown” (Nixon
42-3). Violence as a self-destructive impulse dan be a healthy reaction of the instinctual
being, a way to be released into the beyond. Sdfrdction is self-negation, and self-
negation paradoxically brings about the consummatidhe self, the state of not being, the

Bataillean “continuity,” which is timeless.
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For the Woman in this tale, life had been &esbh negation, and death became the real
consummation of her existence, her passing intdlukeof creation. Individuality,
consciousness and the ego are all transcendethamgndamental nature of the human

being is revealed in its entirety:

The sharpness and the quivering nervous conscissisne
of the highly-bred white woman was to be destroggain,
womanhood was to be cast once more into the gireains

of impersonal sex and impersonal passigWMRAG0).

It is not the female sex that is being obliteratede but its “whiteness [which] took away all
her womanhood” (49). The woman dies, but what releonned is her surrender to “the
personal and individual” (60), her submission t® thechanical consciousness. Lawrence
kills here“the great white monkey [who] has got hold of tley& of the world” (33), who has
enslaved the real man(woman)hood which is progfined and governed by the living
instinctual impulses of sex and passion and supplet continuity of the great polar

opposites of life, which are the earth and heasele and female, life and death.

According to Lawrence, only by ridding hersgithis old identity, can the Woman (and
any human being), become an example and a symlitoé diberated self, a woman or a man
who stays attuned to her/his natural impulses, kvhre always the most reliable guide not to
happiness, but to the real life in the instinctisTihay have largely been forsaken in modern
Western societies but needs to be regained faake of all humankind. For woman,
Lawrence believes, that this rebirth can only hagpeough the cosmic female power

possessed by them. Paradoxically, it is this bétief turns the Woman into something much
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more than a fictional example of a self-destructikiaracter. She emerges as a person in the
mould of saints, who is prepared to embrace deatfuperior to a false life. She has taken a
decision and is ready to nullify her life in orderfollow the process her instinct has dictated

to her.
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Chapter Ten

“The Man Who Died”: Christ and the Etruscans

Lawrence wrote the first part of “The Man Who Died"April 1927, immediately after his
return from his tour of various Etruscan siteshi@a tompany of his American friend Earl
Brewster, painter and practicing Buddhist, who alsared his interest in older civilizations.
In a letter to him in May of the same year, Laweesammarized the plot of the newly-

written story:

| wrote a story of the Resurrection, where Jests g

And feels very sick about everything, and can’hdtthe old
crowd any more — so cuts out — and as he healselipegins
to find what an astonishing place the phenomenaldas, far
more marvelous than any salvation or heaven —lzanks his

stars he needn’t have a mission any mdrei.(50)

A direct product of his Etruscan experience, thaaebirth is in short “the story of how

Jesus becomes an Etrusca@S(42), as Keith Sagar put it.

Lawrence had always found the image of theesmffy Jesus potent as well as provocative.
In a 1926 letter he wrote: “Jesus becomes moremipatischto me, the longer | live: crosses
and nails and tears and all that stuff! | thinkshewed us into a nice cul de %4t v. 322).

However, there are several early occasions whewvalsenot as negative as that. In 1915 he
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could identify with the newly resurrected Christainvay that immediately brings to mind
“The Man Who Died.” Writing to the Lady Cynthia Asith, he remarked: “And now, | feel
very sick and corpse-cold, too newly risen to slyatewith [...] anybody, having the smell of
the grave in my nostrils, and a feel of grave dsthbout me”l(ii. 267-8). Even his
appearance of the time started to resemble thearobg tormented Jesus. In 1921, Achsah
Brewster described him as both Christ and Pan, avittunmodelled” mouth “assigned to
Pan and the satyrs” and “a gentle expression” aibleard, high cheek-bones and “the fall of
his hair over the forehead,” and used his featior@sake a Christ figure “on a curved
crucifix” (Brewster 241). In 1926, Dorothy Brettipted a crucified Christ and a playful Pan
using for both Lawrence’s face, and a year latawience, in hiRResurrectiondepicted

himself as the risen Christ.

Both man and god in Christian theology, Cheisierged in Lawrence’s work as a symbol
of the eternal conflict between the spirit andftash, increasingly charged with meanings as
Lawrence came to despise Christianity with its eaghon the Crucifixion, its insistence
that in this world suffering is a necessary caodiif man is to attain the spiritual heaven,
and its explicit as well as implied belittling lde on earth and almost total neglect of the
necessity of living in harmony with the flesh, mseds and its pleasurésii. 248). This was
strengthened by his reading of Frazer in 1915, winecade available to him an older
tradition of resurrection symbolism which had nef€hristianity’s bitterness against the

earth and fear of the fleshZlA 302).

The image of Lucifer and Pan and other pagars gbdlder civilizations, who inhabited
and represented the exiled dark otherness of ttrahunature, found a place in Lawrence’s

metaphysics as symbols of the flesh and life livetthe instinct, a life that could bring man
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closer to the divine, which is no other than thegmfcent natural life of the body. In his
essay “Resurrection” (1925), Lawrence talks abbettossibility that man may “rise as the
Lord,” stop being “the man of Sorrows” and face Wfith “the eyes full open'RDP 233).
Through his visits to the Etruscan tombs with Badwster, Lawrence discovered a people
who fascinated him describing Etruscans as “agjvfresh, jolly people, [who] lived their
lives without wanting to dominate the lives of asté (L vi. 32). Lawrence had recognized
in this ancient people’s desire to preserve tleeds nature does as “natural and as easy as
breathing. Even the tombs. And that is the truedttan quality: ease, naturalness, and an
abundance of life, no need to force the mind orsthd in any direction”$EP19). Christ, in
“The Man Who Died,” begins after the Resurrectiotie the life in the flesh and discovers
the divine in the real “phenomenal” world arounthhn much the same way the Etruscans,

for Lawrence, appear to have been able to feajdlas naturally and intuitively.

The original (and very much symbolic) title Lia@nce had initially chosen for the story
was “The Escaped Cock,” (the text used here franCthmplete Short Novels to be found
under this original title), inspired by a toy Lawce and Brewster had seen in Volterra,
where a white rooster escapes from a man, accotdibgwrence, or from an egg, according
to Brewster I(IA 304). The first part of the story was publishedrfarumin February 1928
under the title “Resurrection,” which strangely apped on the cover but not in the table of
contents (Wright 215), and the second part wasddden afterwards, in July. The story was
subsequently published under the same title bythek Sun Press in September 1929. In
February 1930, the London bookseller Charles Latih whom Lawrence was negotiating

the publication of the first unlimited edition, gigsted the title “The Man Who Died,” and it

! The letter is translated in Nehls, 137.
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was under this new title that the first Englishtiedi was eventually published by Martin

Secker in March 1931.

The story has its place in this thesis as,revarsal of roles, the main character is a man
and the plot unfolds around his process towardsmegtion and the discovery of his human
identity in the flesh, guided by a woman initiatthre priestess of Isis who opens for him the
doors not of heaven, but of the earthy kingdom wimdrysical, sensual pleasure leads to
mental and spiritual completeness. Thus the woneaorbes the man’s guide in body and

spirit, showing to him the road to real happiness.

The Man Who Died Meets the Escaped Cock

As Mary Freeman has noted, “The Man Who Died"tgéthe transfiguration into the flesh”
as a means for human rebirth (Freeman 208), rexgtise Christian ideal of “the
transfiguration out of flesh,” the spiritual retuinthe creator and the refusal of the vain and
sinful life of this world. The way of the Man riséom death crosses with the way of the
escaped young rooster. The cock’s crowing has awtileeMan and restored him to full
consciousness: “Advancing in a kind of half-conasimess under the dry stone wall of the
olive orchard, he was roused by the shrill, wildwing of a cock just near him, a sound
which made him shiver as if electricity had touchad” (CSN558). But the call of life is
not only awakening, but demanding too. The Man oaembrace this new life energy in its
entirety yet: “At the edges of rocks, he saw tlieysiilvery-haired buds of the scarlet
anemone bending downwards. And they too, were athan world. In his own world he was
alone, utterly alone” (559). It is only later, wanilvatching “the rocking vibration of the bent

bird,” that he perceives “the swaying ocean of'ldad finally realizes that “the doom of
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death was a shadow compared to the raging dedtiifg,ahe determined surge of life”

(563). T.R. Wright has pointed out the central plaat the cock plays in the story “partly as a
Nietzschean symbol of vitality and partly as thevaal associated with that pagan type of
Christ, Asclepius, the God of healing” (Wright 21%he cock belongs to the natural world. It
IS a pagan intrusion into the story and anothdams in Lawrence’s work — exactly like St.
Mawr — when an animal is endowed with anthropomiarpghalities and depicted as
something divine: “The peasant and the peasant&slaughed heartily, and the young cock
heard them.” The cock, symbol of a knowledge wlgohs far back to the unconscious,
inarticulated state of the human soul, acquiresrs@ous knowledge of his state of bodily
and spiritual imprisonment: “Body soul and spirgne tied by that string"GSN555).
Lawrence sees the “spirit” of the animal as thaitive knowledge which compels each and
every living creature to “bear the fruit of its net” (Study8). The Man hears the call of
nature, the call of his flesh, in the cock’s crogvimhich is here akin to the blare of the
trumpets of the Apocalypse, only this Apocalypsedsa universal but a personal one, and
signifies not an end, but a new beginning. In Bsag “Aristocracy” (1925), Lawrence
described the cock as a symbol of “the Holy Ghbksg Mediator”: “And every time | hear

him, a fountain of vitality gushes up in my bodyisllife” (RDP 373).

The Man rises in the flesh and discovers hisdiuand sexual dimension. His maleness is
roused when he hears the cock’s call to life, &mslriew experience of life is the new
“phallic consciousness” which is “the source ofrall beauty, and all real gentleneds¥(.
328). As inLady Chatterley’s Loveand inWomen in LoveLawrence here sees once more
the power of the phallus as a symbol of vitalithie man’s erection signifies the triumph of
the body rather than that of the male, the retorithite honest stage before the apple” as

Lawrence wrote to Dr Trigant Burrow on 3 August 192he naive or physical or sexual
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mode of consciousness” which brings together manwaman, “the pre-cognitive flow”

which is mindless.(vi.114). The religious element Lawrence ascribethioreturn to a pre-
cognitive state of existence is apparent in higaghof the word “resurrection”: an apt word
but with a heavy load of Christian connotationse Bissociation of the phallus with this most
sacred and triumphant moment in Christian theolmgygs the pagan and the Christian
tradition together. It is an outstanding exampléaifirence’s practice “of imposing one set

of religious associations upon another” (Ford 109 phallus, whose mindless vitality and
strength Lawrence chose to represent through tindaslyof the cock, becomes “a great
sacred image,” the image of the resurrectlon.(648), shifting the emphasis away from the
cross, the symbol of the crucifixion, and redudinfigom its established status as the supreme

religious event.

In his essay “The Risen Lord” (July 1929), whfollowed the novella and is seen by
many critics as the unofficial third part of it (@a 222), Lawrence dwelled long on the idea

of what constitutes the true resurrection for thenhn being, his/her restoration back to life:

| love the movement of life, and the beauty of,l@®@Mammon,
since | am risen, | love the beauty of life intdgseolumbine
flowers, for example, the way they dangle, or tekcdte way

a young girl sits and wonders, or the rage witholta man

turns and kicks a full dog that suddenly attacks hibeautiful
that, the swift fierce turn and lunge of a kiclkegrithe quivering
pause for the next attack; or even the slightly gilow that comes
over some men as they are getting tipsy-it stél glow, beautiful;

or the swift look a woman fetches me, when shelaveeally like
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me to go off with her, but she is troubled; or teal compassion
| saw a woman express for a man who slipped andaliesl his

foot: life, the beauty, the beauty of lifdlE 272-3)

Lawrence celebrates life as a divine gift which thesappreciated, and in its slightest
demonstrations, he discovers the beauty of existemiich he thinks people have not

understood and embraced as they should.

T.R. Wright has suggested Nietzsche as the immpsirtant thinker behind “The Man Who

Died":

In Thus spoke Zarathustras we saw, Nietzsche has his
Prophet explain that Jesus, had he lived longeyutdrhave
learned to live and learned to love the earth —langhter as

well.” Twilight of the Idolgpresents the Sermon on the Mount as
part of a ‘war of passion’, an impulse towardschstration of

all desire, and a general hostility to life chaeaistic of Christianity,
The Anti-Chrisblames not Jesus but his followers for the
‘anti-naturalcastration of a God into a God of the merely good’
while The Will to Poweplaces the responsibility for ‘the loss of an
organ’ and for the wholeemasculatiorof a man’s character’, the
‘extirpation’ of the passions involved in the bélieat ‘only the

castrated man is a good man,” upon Christianityiig¥ 216)
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Obviously, what Lawrence claims in the story is hboe turn away from the past with its
exhausted spirituality and the re-orientation taysaa future which would celebrate a return
to the long-lost physical vitality constitutes tleal “resurrection” of the human being. He
certainly seems to succeed in building his ownmrestion narrative by offering a profound
insight into human otherness and the deeper nddtle buman self. The death of the Man
that was Jesus is not seen as the culminatiorsatifice of the self for the sake of mankind,
but a rewarding experience, one that precededhehegre synonymous with life in the flesh,
the real life that the man is born to live. In teda with the myth of Osiris, the cock becomes
also the symbol of the restoration of castratedigkty, the Man’s unsatisfied wish to
experience the beauty of the living world in theomwith the other sex. However, the real
resurrection is the coming together of man and wyrtlee ultimate consummation which is
an altogether transformative experience: Workingnduthe same period drady

Chatterley’s LoverLawrence insists more or less on the same motihe first version of

this novel, he depicts Connie’s efforts to find ada to live intuitively and naturally, obeying
her inherent female urge to embrace life and gaqlres. She finally achieves this through
her transcendent ecstasy in the nearness of ratdrthrough her union with Mellors. The
Man, in “The Man Who Died,” learns similarly to appiate life and its joys through the

embrace of a sacred woman, the priestess of Isis.

The Holy Marriage

Although the Man is soon to be risen in the fldglough a woman, following his desire for a
new life, he shows no desire to be touched by &ntlyeowomen he meets on his way, the
peasant’s wife and Madeleine. In his eyes, theshvto touch him reveals them as “greedy,”

eager only “to take more from himCEN568). Even Madeleine’s wish for “excessive
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giving” is taken to reveal a desire “to be savenhfithe old, willful Eve.” Judith Ruderman
discerns here in the story “an antagonism” towardsen. The Man refuses Madeleine’s
offer for shelter, insisting on his staying alomgilhe returns to his father rather than his
mother. She notes that he shows “a great dealstilig towards the mother of the priestess
and that the narrator takes pains to make it ¢hesirthe priestess herself serves “not Isis,
Mother of Horus” but “Isis in search” (Ruderman &) who, according to the myth, is
looking for the missing genitals of Osiris. Of ceaithe parallelism here is clear: the priestess
is to restore the Man to his own manhood by disgogesymbolically his missing phallus.
The Man’s supposed abhorrence for women, howevégss obvious; there is enough
evidence that the Man also feels the same abhayeot only for women, but for the
peasant and the servants in the temple of IsiseisThe peasant, his wife, the servants, the
priestess’ mother, all, male an,d female, stanéfoumanity that is ignorant and therefore
repulsive. Incapable of rebirth and blind to theagmrmysteries of life, the peasant and his
wife are “limited, meagre in their life'GSN560), people “who could never die, save to
return to earth.” For they have killed the “cocthat is, the powerful life energy inside them,
and consequently refused the miracle of being alivéhese people, the Man sees “the little
life of jealousy and property”: “In the name of pesty, the widow and her slaves would seek
to be revenged on him for the bread he had eatehthe living touch he had established, the
woman he had delighted in” (599). Even worse, ‘tlxcessive need for salvation” (565),
which he discerns in Madeleine, is one more bufdehim: the Man feels that this time he
must decline the role of the Messiah and listelisdhuman instinct, “the greater life” of the

body (568).

However, the body here becomes also the sggrofia life which is deprived off its

greatness. For in the body, the Man also acknowlete little, personal life"as he sees it
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in the female body of the peasant’s wife, oneybwelich the Man feels unwilling to touch,
precisely because he himself has already beertimat this “little life” which he
distinguishes in her body: he had already beenra“ofahis mission, of his chastity and his
fear, of his little life, his giving without takirig569). The Man does not wish to be touched,
claiming that he has not ascended to his FatheBygtthis seems to be no more than an
excuse, later mockingly referred to by the Man falih@retending ignorance) when he meets

the two men who were talking of Jesus’ rising arsddivine ascent.

- The Man: And will he take flesh up into the sky?

-The two men: The Father in Heaven will take hipa’(573)

But the true ascension for the risen Christ isaet & descent, the well-known descent of the
soul into the otherness of the human being, thie ala@a which Christianity and Western
religious thought in general condemn as the dangescea connected to the sinful flesh.
Soon after, answering the question whether héaliaver, the Man declares his belief in the
life and virtue of the animal he carries, the chelkkoought from the peasants before they set

off together on their journey towards freedom.

Both Keith Sagar ihife into Art and T.R. Wright, as we have seen, refer to the
association of the Man with Aesculapius, the Savigealer of the Greeks, Apollo’s son,
whose sacred bird was the cock, symbol of fertditygl rebirth I(IA 305-6, Wright 215).
According to the myth, Aesculapius eventually acegiithe skill to bring the dead back to
life, and Zeus, disturbed by this threat to theuredtorder, cast a thunderbolt and killed him.
The risen Man identifies with this pagan god of éimeient Greeks, in particular with his

ability to restore to life those who have lost thearthy strength and vitality. Coming back
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from the dark Hades, the Man denies his plutore sind chooses to return to the land of

living. He takes his position among the gods ofteahose who heal and protect the mortals.

The Man, dressed as an ordinary man, is readyterit the earth” (573) instead of
heaven. However, his forthcoming union will notvagh a simple, earthy woman, but with a
sacred one, a priestess of Isis, who also is ircked the greater life in the body of a sacred
man. When the young priestess asks a philosopha#nifomen are born to be given to men,

she receives the following answer:

Rare women wait for the re-born man. For the lo&issyou know,
will not answer to all the bright heat of the sBut she curves
her dark, hidden head in the depths, and stirsTilgtin the night,
one of these rare invisible suns that have bedsdkiind shine
no more, rises among the stars in unseen purpiejlanthe
violet, sends its rare, purple rays out in the niglb these the
lotus stirs as to a caress, and rises upwardsghrthe flood,

and lifts up her bent head, and opens with anresipa such

as no other flower knows, and spreads her shagafalyliss,

and offers her soft, gold depths such as no otbesef
possesses, to the penetration of the floodingetAddrk sun

that has died and risen and makes no show. Bahéogolden
brief day-suns of show, such as Anthony, and fertthrd winter
suns of power, such as Caesar, the lotus stirsiaptyill

ever stir. Those will only tear open the bud. Atell you,

wait for the re-born and wait for the bud to sth79)
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The priestess, in other (less poetic) words, igp#réect equivalent of the Man who was
Jesus. Both of them are invested with holinessbarid of them yield to experience the rising
through the body. Both of them are virgins, untadthnd independent in the body and the
spirit, saving themselves for the holy marriage, shcred union with the other. The woman,
much like Lou inSt. Mawr waits for “the mystic new man” who will touch héotus-bud”
(577), significantly, the Egyptian symbol of feityfi but who will also allow her her

solitariness, since she belongs forever to her gesldsis.

The priestess must remain literally untouchetl the advent of the chosen man. What we
have here is neither the traditional concept afivity as a condition of male control over the
female, nor its opposite, a declaration of femalédetermination and independence as in
the case of Lou. Lawrence employs a strong relgmgumbolism in the depiction of the holy
moment when the girl will feel that the time hasneoto give herself to the holy man. She is
“the lotus” who “will answer to the bright heat thfe sun,” only this is a sun that rises in the
middle of the night, a sun that “has died” and “esko show.” It is not a politically
powerful man who will capture the innocence of ybeng priestess, but one who possesses
the sacred knowledge, the knowledge that comes tinenwvorld beyond, which is the
knowledge of true life. One has to die in ordeati@in the gift of this knowledge, and the
holy woman waits patiently for the man who hasd avill transmit it to her. Lawrence’s
reworking within a pagan scenery of traditional Stian motifs such as that of the virgin,
allows him the use of a complex semiology and la language able to express his
metaphysics: life is sacred, and here this sacs=disditerally portrayed in the two holy
figures, one male and one female, who are unitenigh the holy communion of the flesh.

Like other Lawrencian couples, Ursula and Birkimt&and Cipriano, Daphne and Count
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Dionys, Mellors and Connie, who discover life’s yatystery as an instinctual act in the
form of a natural calling, the couple in this stang also driven by an inner urge, which is
not simply sexual, but combined with religious aconasness and long, deep forethought.
Their meeting is also the meeting of two essenmtiaikative spirits, and the sexual act
becomes the means to achieve a spiritual goal wharadoxically for the Man, is the
rediscovery of life in the flesh. It is worth nagithat the Man’s vision is more apocalyptic
than the woman’s. For the god he served is theofitite spirit, the god who curses the flesh
and prohibits its pleasures. Thus, the Man’s stiriggcomes an existential one as he has to
rethink and redefine his mission in life, abando® ¢consuming religious role he had
previously adopted, and undergo a conversion imevafaith, the faith in the creative,

regenerative power of instinctual life. From nowhenmust learn to be fully alive.

Salvation through the Holy Woman

Although Lawrence creates a narrative which cors#ra rebirth of both sexes, he certainly
concentrates on the male experience of salvatimhparticularly on the Man'’s rebirth
through the female body. At first, the Man is adraf the woman’s touch which he finds
“farther than death’@SN585): “| am almost more afraid of this touch tHawas of death”
(591). He accepts the female power which Isis sres, but the thought of embracing this
female power still terrifies him. However, he reak that the greater life he is searching for
is to be found only there, in the female embrand,with this knowledge the Man — now a
believer — prays to his new female deity: “ ‘Ah Gleds,’ he said to the idol, in the
vernacular. ‘I would be so glad to live, if you wdgive me my clue again™ (593). This
prayer, paralleled to Jesus’ last exclamation sdfdther (“Eloi, Eloi, Lama Sabachthani?”),

gives a totally different meaning to the concepsalization, which is now closely associated
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with this life rather than life after death. The Maishes to return to life and addresses his
prayer, not to a “Father,” but to a “Mother.” Lawice connects the energy of existence, the
continuum of life and death, with the archetypah&e force, implying thus that the
abandonment of the feminine disturbs the humangtsenelation with the living universe and

destroys the natural, instinctive way to percehet¢osmos and live in harmony with it.

The name Isis means “ancient,” Esther Hardkmlains, but “she was also called Maat,
which means knowledge or wisdom. Isis is Maat,aheient wisdorh(Harding 184).
According to the myth, Isis managed to find thettecad pieces of Osiris after his mutilation
by his brother Set, and put them together. Rastimegod, pitied her and had Osiris rise from
the deadCSN61, note 7). So, the knowledge of Isis is a heading. The Man needs to heal
his wounds, both visible and invisible, and heuigpgsed to find that it is “the absolute
stillness and fullness” (597) of the woman’s toticét will heal him and bring him back to

life.

The Man’s sexual intercourse with the priestakes the form of a mystical ritual enacted
before the statue of the goddess. Edward Whitmoit¢svabout the element of sexuality in

ancient pagan rites:

Sexual expression and sexual play, moreover, ireclud

varied patterns: of aggressor and victim, violeswee surrender,
caring, nourishing and need-fulfilling, as wellfaar and loneliness.
All these facets are constellated in the dimensiogelf-transcendent
sexual ecstasy. Through ecstatic sexuality, paidizad acknowledged

the presence of suprapersonal power as well aapiscity to influence
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human behavior in mutual assertion and surrerideurn, by
depriving sexuality of its place in consciously expnced religious
ritual, the religions of the Book deprived themesl of one of the
most vital vehicles of transformative power and maliinfluencing.

(Whitmont 252)

The ritual elements in the love-making scene preldwrence with a symbolic language
capable of communicating the truth of the fleshe Tdve-making is transformative, a
revelatory experience, just as it is in the cas€arinie and Mellors. The difference is that
the man and the woman in “The Man Who Died” take pea real ritual, for here Lawrence
acknowledges in their sexual intercourse a “supsmpal power,” that is the power of the
goddess who oversees and protects them, the syngmolier of the female which gives new
life to the male, just as Isis had managed to b@sgis back to life. The Man is raised to a
spiritual life, the “greater” life that he and thgestess represent in contrast to the “little life
of jealousy and propertyQSN599) of the other people around them. Unlike Msllavho

has an attractive animal masculinity which Conmed so irresistible, here Lawrence
portrays the “earthy” people as ignorant, silly améttractive, suggesting that the revelation
through love can only come to those who have eatndwse whose consciousness has been

awakened and their souls prepared to accept thisedgift.

The priestess of Isis is the female initiatbis clear that Lawrence opposes to the
patriarchal basis of Christianity a matriarchal ggageligious alternative. Christian patriarchy
seems useless to him, a deeply authoritarian oelsgsystem, which forces human beings to
deny and neglect their natural needs and obeyesssts of rules, whose aim is to annihilate

the life of the body and bring it under the rulgled mind. It is certainly significant that
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women in Lawrence generally seem able to avoidtthfswhich patriarchy represents.
Sooner or later, they realize that they have négieihe self-preserving natural instincts and
return to them. The priestess of Isis, as we haea,sdoes not respond to the “splendour” of
“golden Anthony’s” limbs and “glowing manhood” (5){®ut follows her sacred instinct
which leads her to the sacred man, the man whq thiednan she needs and deserves. In his
turn, the Man reacts to the “sacred feminine” &ga&cal Lawrencian man: He is afraid to
abandon himself to the unknown, vaguely threaterhnginess of the female, but his holy
origin helps him understand that this sacred femamitherness which attracts him is the right
choice and needs no reasoned explanation. He carplatin. He can only recognize her as a
female mystery: “The deep-folded, penetrable rddke living woman! The woman, hiding
her face” (596). “And he said: | will ask her nathj not even her name, for a name would set
her apart” (597). Like the Woman in “The Woman WRade Away,” the priestess remains
nameless. For naming implies social conscioustiessttribution of identities and roles, the
imposition of rule and order. It reflects the patchal system of organization with its fixed
identities, whereas the meeting between the Marttatoly priestess takes place in a fluid
timeless now. The eternal truth can find articalatonly in the mystical semiotic language of

religious symbolism.

The feminine has no limits and the deliberaléabandonment of the Man to this oceanic
otherness can only come after the rejection ofithiked, ultimately sterile, patriarchal
Christianity. The Crucifixion can no longer be s@sm means of purification from evil and
the tyranny of the flesh, but as a useless saeriiavhich the Man can only look back in
shame: “ ‘I asked them all to serve me with thepserof their love. And in the end | offered

them only the corpse of my love. This is my bodgke and eat — my corpse.’ A vivid shame
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went through him” (594). He has fulfilled his duiy denying the gift of life, the spontaneous

spark of life which has the power to heal and hefeund in the divine female body:

In silence, she softly rhythmically chafed the seéh oil,
absorbed now in her priestess’ task, softly, sa@#thering power,
while the vitals of the man howled in panic. Butsag gradually
gathered power, and passed in a girdle round hitnet@pposite
scar, gradually warmth began to take the pladbetold terror,
and he felt: | am going to be flushed warm agaamlgoing to

be whole! | shall be warm like the morning. | shadla man.

It doesn’t need understanding. It needs newnessbBhgs me

Newness. (595)

The Man accepts this miraculous power of the womidimout questioning. He himself has
acquired an instinct with feminine qualities antdwas it blindly, sensing rather than

knowing that his salvation lies outside the stiagt of his male god. In his resurrection, the
Man, instead of ascending to the “Father,” joires ‘tMother.” He becomes a fallen Christ
who denies the divine male authority in favourebirth through the body of woman. This is
a daring transgression which Lawrence boldly irsvégery man to undertake as the only way

to salvation.

The Priestess

The priestess has all the seriousness and thairstsa expected of her station. She is a

woman who, in contrast to the Man, has perfect kadge of and an unfailing zeal for her
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mission in life. In the Man’s eyes she appearsaasoft, musing cloud, somehow remote”
(CSN 586), but she also has the majestic stature ajadeess she serves: “He watched her
go, with her absorbed, strange motion of the setfichte. Her dun head was a little bent, the
white linen swung about her ivory ankles” (587)ir8ga priestess, a carer, she easily
perceives in the Man’s wounds and scars “the dtimel of beauty,” “the sheer stillness of

the deeper life.” She feels real sexual attradibwrthe Man, as he does for her: “For the first
time, she was touched on the quick at the sightragin, as if the tip of a fine flame of living
had touched her” (582). It is the same “forked #&mwhich brings Connie and Mellors
together, the flame of living passion. The priestesa holy woman, but in her approach to
the Man she is also earthy and direct. She askddtake off his clothes and chafes his body
with oil. The woman “does not realize the deaththa Man, but this is not a burden for their
union as “she has another consciousness” and gaks Man “from the opposite end of the
night” (595). It is interesting to see that thik@t consciousness, here conjoined with
mysticism, is parallel, albeit quite different,ttee equivalent consciousness of the Man. It is
not only the woman who is invested with instinctl darsightedness here. The Man is equally
endowed with this intuitive power to distinguishdgoin with the mystic otherness. Since
Lawrence recognizes both femaleness and malenessvassal elements which can be
easily perceived and desired by man and woman lggtla priestess possesses the same
sort of “earthy” femaleness that all Lawrenciandees do. However, this union usually
provokes some fear in their male companions um#y ttome to know, accept and embrace
it. The holy woman acknowledges the Man’s sacrelgness and without any further
preparation is ready to give herself to it whertbasMan hesitates; he feels a surge of panic
before this new eventuality: “And he trembled wiglar and with joy, saying to himself: | am
almost more afraid of this touch than | was of de&or | am more nakedly exposed to it”

(591). The Man feels that his impending union vt woman will have further implications
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he can neither foresee nor control. The acceptahite “other consciousness” of the woman
and the merging with it will bring about tlde factoabolition of the male order he represents.
The ecstasy of sexual contact, the acceptanceharshtisfaction of natural urges are
ascribed to an evidtherwhich Christianity has demonized, rejected andesged. All those
impulses that pagan religions had considered divave been condemned by the new
Christian order. Lawrence selects the most impo@dmistian figure, that of Christ, and
employs him as the divine agent who will revive ti@é gods of the flesh and ecstasy, Pan,
Osiris and Dionysus. These are the gods of the damkciousness, the consciousness that the
Man-Christ had once rejected but is now ready tbrace in the female presence. This
admission of the “Dionysian night side of existeroecstasy, passion, death and rebirth”
(Whitmont 61) deconstructs the patriarchal conssness and redefines the identity of the
Man, who now goes over to the opposite side. Laog@snpoint again seems to be that if a

man is to achieve wholeness, he needs integratithnavwoman.

The Man and his Anima

In a Jungian psychoanalytical approach, the Marhtrbg seen as obeying his “unconscious
feminine aspect,” what Jung defines as “anima” (f&ten 60). The priestess can thus be seen
as the personification of the feminine elemenhim Man’s soul, which seeks to find
expression in real life. For Jung, the anima ispeified as female, a “seductress, harlot or
divine female spirit guide.” She may distort a nsaréason, since Jung identifies the anima
with everything that is “unconscious, dark, equaiocand purposeless in a woman” and thus
has the power to “utterly destroy a man” (61). Pphiestess of Isis can be seen to represent a
positive, beneficial anima, the “divine female #pwvhich acts as a guide for the Man.

Although in the beginning, the Man is afraid of thtengerous, destructive qualities of this
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divine feminine element, he impulsively senses lieiseficial change he is soon to
experience when he unites with it. He feels insealmout his own psychic strength, since he
is now abandoning cold reason, the domain of thes@mlogos in order to discover and
join with the warmth of the female other. Lawresees the effort of the man to join his
anima as an essentially religious endeavour: “Ehigious effort is to conceive, to symbolize
that which the human soul, or the soul of the r&aeks that which it is not, and which it
requires, yearns for'Study55). For any man, the task of obeying and embgalcis anima is
not an easy one. It is hard to accept what seemgletely unknown and other, and
Lawrence is clear that this effort requires inttatknowledge and faith in order to succeed:
intuitive knowledge that is a kind of wordless ffaih the other, the female consciousness
whose full force can be felt through the feminimmsvprs of passion, insight and instinctual

affinity with nature.

The Man seems to possess the same intuitivelkdge which Lawrencian heroines rather
than heroes are usually seen to possess. He isgntidl undergo the descent process in order
to discover his earthy human self, but he is afithid of it — unlike the fearless priestess who
immediately, without any hesitation, abandons Hetsehe holy man whom she
instinctively recognizes as the one she was wafonglf the Man represents the priestess’
animus, then the woman is much more prepared tooadiedge and embrace it than the Man
is to embrace his own “anima.” However, the womatseptance of male otherness does
not entail the acceptance of the symbolic valuedMan’s original mission represented: if he
is the embodiment of the Christian Light and Spsite serves the dark wisdom of the flesh.
The Man is to be initiated into this dark realntlod senses, which stands in opposition to the
rational mind, but this is not a mutual rapprochein&he priestess is not accepting ligos

— significantly,she is nameless and at times faceless. She aticept®n because she
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recognizes his holy aura, but she never pretendsdept the values of the religion he
represents, which she seems to ignore. Thus, sieaidy an initiator, an independent

spiritual entity, a realirgin.

By bringing the holy man and woman together, teawe seeks to justify his metaphysics
about the mutual relationship the two sexes ned@ve, but it is perfectly clear whose role it
is to be the initiator here. Moreover, her choitéhe Man is much more natural and
uninhibited than his choice of her is. She is dim by her instinct and does not need to
develop an argument in order to justify her chof@e.the other hand, the Man is in constant
need of mothering, understanding and spiritual sutpps he is in the process of changing his
entire spiritual identity, a fundamental changecakhinust start with the discovery and

acceptance of his female ego, his anima.

The conflict between the Man and his animaeicé; but Lawrence cuts the knot of this
dilemma right at the beginning: the Man has conuk lii@m the dead, and he has taken his
decision to live a new life in the flesh. He emlesdihe Persephonic spirit of rebirth, which
brings a symbolic spring in his soul. The returm#bure is representative of the Man’s
acceptance of his feminine side, the return taMbéher, since the priestess has set herself up
as a kind of psychic mother to him as well as bénegreal mother to their divine offspring,
the embodiment of the principle of life perpetuakypewing itself. The Man is to be captured
by this woman who can sense and satisfy the tradsef his soul. In the fusion of these two
psyches, Lawrence enacts the mystical union ofwtbesexes which is one in the flesh, not
an idealized eternal one, since this, eventualbyld/bring about disappointment, distress

and finally estrangement for both of them.
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The Man leaves at the end of the story, butxtsman who is left behind does not feel
mistreated. Their relationship is natural and unaledimg as for Lawrence, all true
relationships between man and woman must be, allptiie two partners individuality and
independence. The woman needs her solitude nthi@sshe Man does in order to
accomplish her own spiritual mission. Emotionalyfsontained and introverted, the woman
belongs more to the spirit, in spite of her devotio the goddess of the mother-earth. She
needs a partner who is a spiritual seeker likedifena order to complete this mission. The
materialistic men of action, the apparent achie\aes not attractive to her. The Man does
not physically resemble these men and it seemdyhigitikely that he will ever evolve to
become one of them. His transformation is for s sake, the discovery of his true human
dimension, not the remodeling of his spiritual ralais is a personal rebirth which in a
narrow sense concerns only the self, and yetibisat all egotistical: the path towards a life
that is in tune with nature, that is focused orattom and regeneration instead of sterile

antagonism and destruction, must necessarilyfstemt the rebirth of the individual.
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Chapter Eleven

Lady Chatterley’s Loverthe Celebration of the Flesh

Lady’s Chatterley’s Loveis the last major novel Lawrence wrote. He stawedk on it in
October 1926, after he and Frieda settled in l@tyhe Villa Mirenda, near Florence, and
completed three different versions before he wasfsal. The First Lady Chatterleywas
finished around December 1926. In it, Lawrence dban his beliefs in aristocracy which he
had so eloquently developed in his “leadership s3\a the 1920sAaron’s Rod, Kangaroo
andThe Plumed Serperibuncan Forbes, his spokesman in this first adriafhe novel,
declares: “I've hated democracy since the war maw see I'm wrong calling for an

aristocracy. What we want is a flow of life fromeoto another”LC 243).

After the completion of the first version, Lisamce began its successor knowda@isn
Thomas and Lady Janalmost immediately, completing it in Februaryl®P7. This focuses
more emphatically on the theme of the sexual ubetween a man and a woman, a union
which seems to emerge as the only solution to tblel@ms of the modern world. Politics,
which had been a serious issue in the first vergiotn Parker, Mellors’ first fictitious name,
becoming a communist), is not referred to at dlle Theme of class-conflict is eliminated as
“both the haves and the have-nots constitute aprasttariat of the cold-blooded, from the
clutches of which those few remaining individualsose blood is warm need to escape”
(JTLJI365-6, 294-5). A third and final version of the rbwas ready in January of 1928.
Much different from the two first versions, thisdil version represents his most mature

thinking on individual regeneration and the relasbip between man and woman. However,
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the detailed descriptions of the sexual act anditft®empromising use of four-letter words
meant that publishing would prove difficult. Thai§hed novel was first printed in Florence
privately in July 1928. An expurgated version wablshed in London four years later, but
the full text of the final version of the novel &gved in England only in 1960, followed by
the famous obscenity trial in which bishops appgatengside literary critics to testify not

only to the novel’s literary value but to its celation of sex as something sacred.

The controversy which surrounded the novel fthenvery beginning led Lawrence to
make a public defence of the work and the ideasesspd through it. In the essay “A propos
of Lady Chatterley’s Lovet written in 1929, he explained the novel’'s prafidly moral
objective, which is the examination of what he ¢deed the most vital and pressing of all
themes: the existing schism between body and nointlhe phallic consciousness versus the
spiritual consciousness,” as Lawrence himself purt a letter to Earl Brewster, before
adding: “and of course you know which side | takiee versusis not my fault, there should
be noversus.The two things must be reconciled in us. But nogytte daggers drawn’L(vi.
340). Lawrence is fervent in his conviction that3féen civilization has been guilty of
imposing and maintaining this unnatural dichotoreyweeen mind and body, subordinating
the sensual and the instinctual to a false, shadlogvsterile intellectualism. For Lawrence,
“Life is only bearable when the mind and the bodyia harmony, and there is a natural
balance between the two, and each has a natupgatefer the other’l(CL 310). He yearns
and calls for a spiritual as well as sexual regatnam to restore the belief in “the great
rhythm of emotion” (323) that is to be found in thegural cycle of life and remains

embpedded, albeit repressed and untapped, in tharhsoul.
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The heroine of the novel, Lady Constance, atlar of Lawrence’s female characters who
suffers the sterility of her husband’s environmeith stoicism, but who still hopes to escape.
She believes in the resurrection of the body argbas as she finds the way to this
resurrection, through her abandonment in naturelaodigh her unison with her chosen
male, she embraces it wholeheartedly. Howevertrbersacredness lies in her trust of her
womanhood and her infallible female instinct. Asaarthentic heroine, she goes through a
catharctic process, encountering all sorts ofdiffies before managing to release her
repressed other, the part of the self that modexmm amd woman is used to ignoring.
Constance Chatterley becomes a religious figusaceed woman, who succeeds in defying

the conventionalities of a superficial, dehumanjzedchine world.

Connie and her Natural Rising in the Flesh

It is worth noting, especially in the light of whatto come, that Constance and her sister
Hilda Reid, like Ursula and Gudrun Women in Loveare both portrayed as vivacious and
independent-minded girls, who enjoy “what mightclhéled an aesthetically unconventional
upbringing” among “artists and cultured socialisWithout really exceeding the limits of
their class, the sisters certainly feel free anthdyneans inferior to the men of their society:
“they were just as good as men themselves: ontgiblee¢cause they were womeb QL 6).
Both are powered by an indomitable female spirfticly enables them to achieve “a perfect,
a pure and royal freedom” (7) among the men, whuoeg tolerate as socially necessary, part
of: “The paradisal promise: Thou shalt have metalioto!” (8). “The only unfortunate

thing” about the men, as far as the sisters areerard, is that “They insisted on the sex
thing like dogs.” The sisters’ tendency to devdiine sex business” is part of their desire for

independence, believing as they do that “a womaitdcgield to a man without yielding her
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inner, free self. That the poets and talkers abextdid not seem to have taken sufficiently

into account. A woman could take a man, withoullyegiving herself away” (7).

Empowered by her upbringing, Constance caftiespeculiar soft assurance” that in the
eyes of Sir Clifford seems to protect her from‘ttieaos” (10) of the big outside world. He is
fascinated by Connie’s effortless feminine assugaauen to the point that he needs her there
“to assure him that he existed at all” (16). Theymarried, and the result is that Connie
finds herself in the position of one more contenappiPersephone who is literary confined in
a countryside Hades as the wife of an English PMt@gby Hall, situated near the
Tevershall colliery which Sir Clifford inheriteddm his father and elder brother, is described
in terms alluding not just to the dark, joyless evaorld of the Greek mythology, but directly

to the Christian Hell:

she heard the rattle-rattle of the screens gpithéhe puff

of the winding engine, the clink-clink of shurdgitrucks
and the hoarse little whistle of the colliery locmtives.
Tevershall pit-bank was burning [...] And when tied was
that way, which was often, the house was fulhef $tench
of this sulphurous combustion of the earth’s exaets. But
even on windless days, the air always smelled wietbing

under-earth: sulphur, coal, iron, or acid.

The place is clearly meant as a grim signifierhaf dehumanized, industrialized England Sir
Clifford stands for. This is the world the youngman is to inhabit and she has to learn to

put up with it; it is a world she cannot “kick awgit3). At the same time, it does exert a

309



peculiar attraction: it “fascinated Connie withatsof horror: she felt she was living
underground” (14). A creature of the earth hers#lg is immediately aware of the lack of
“warmth of feeling” which makes Wragby Hall emptyda“dreary as a disused street” (17),
with its master, Sir Clifford Chatterley, the pengecation of “the negation of human
contact” (16). Connie feels “beautifully out of ¢aat” in this new world; she is acutely
conscious of her alienation, her terrible solitudénis sterile environment of “mechanical

cleanliness and [...] mechanical order” (17).

Connie, for a while, plays her part as the “vaoiy” hostess to her husband’s intellectual
friends, mostly men who consider her “too femininde quite smart” (19). But she is alert
and smart enough to see through this silly masqieezaen as it engulfs her: “Talk, talk, talk!
What hell it was, the continual rattle of it!” (78hstinctively, Connie opposes the false
language of the mind that enslaves the body anthitgral rhythms. When Tommy Dukes
speaks of “the resurrection of the body” and themidcracy of touch” (75-6), she is
genuinely touched and in complete agreement, enargh she understands such ideas
through an unlearned, intuitive wisdom rather tloaical reasoning: “she didn’t at all know
what the latter meant, but it comforted her, asmrggess things may do” (76). Like Lazarus
and like Jesus himself, she longs to return to Bigt the metaphorical resurrection for which
she yearns, is identified with the body’s natukahkening, the awakening of the senses,

something quite different from orthodox religio@birth.

Connie initially finds refuge in the woods. Likeany other Lawrencian heroines, she finds
in nature, not just relief from the everyday wotbdit an altar, a hospitable temple where she
will come in communion with the cosmos. The woodfien a melancholic place, a place of

“grey hopeless inertia, silence, nothingness” (§6),it is also filled with life and the
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possibility of rebirth, as she rediscovers whenslgenly comes across a newly-born chick
playing with its mother: “Connie crouched to watecla sort of ecstasy. Life! Life! Pure,
sparky, fearless new life! New life!” (114). It'kis natural, unconfined force of life which
brings her close to the gamekeeper. Holding theftadgeling in her hand, Connie cries as
she beholds the miracle of creation and Mellorssearse the intensity of her feelings, her
instinctual tender reaction to Life. His masculng aroused by Connie’s tenderness towards

birth which is the most vivid demonstration of life

Connie feels her soul growing and deepeninghasmoves in the rhythms of life she
discovers in the forest. Her relationship with tizural world is completely different to that
of Mellors. For him, the wood is just a refuge,lace where he can find some peace away
from the hostile world of the machine. Although Mes, as a gamekeeper, spends most of
his time in nature, his connection with it has moghof the mystery and profundity that

Connie’s has:

Constance sat down with her back to a young pee-tr
that swayed against her with curious life, elaatid
powerful rising up. The erect alive thing, with tbp

in the sun! And she watched the daffodils go sunny
a burst of sun, that was warm on her hands andEhsgn
she caught the faint tarry scent of the flowersd Amen,
being so still and alone, she seemed to get Iv@o t

current of her proper destiny. (86)
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Connie’s mystical connection with nature and thdybig alluded to in a language that
provides a spontaneous, natural release and fezdsom the bonds of the self, the stark
limitations of a meaningless existence. It endoaswith the strength to endure and the
space to breathe in, while she examines her inmeuishin order finally to be able to take the
next step in her personal development to achiedesatablish a healthy relationship with

life.

The Body and its Feminine Language

Connie, as a Lawrencian woman, has accepted théh&ticshe cannot know or articulate the
mystery even as she participates in it. Words casuificiently express the deep truths of the
unconscious, and the reckless utterer of such wmdsmes, not a sage, but a grotesque
figure like Sir Clifford: “clapping and gurgling’'LCCL 138). Over his books, Connie becomes
an enemy of language within the novel; she decoatstthe word and replaces it with the
semiotic language of the body. Lawrence is hertgildain this task, as he consistently
undermines the male order of narration througtethployment of a purely feminine
language, a fluid, oceanic language which sweepwgyaway and keeps going “without
ever inscribing or discerning contour®dKF 259). A fine example of this language is found
in the love-making scene. Connie’s erotic ecstasigven in a purely semiotic, bodily
language, which captures her feeling of the digswiwof the self, which Lawrence here

describes uniquely from the woman'’s point of view.

And it seemed she was like the sea, nothing bkt \waves
rising and heaving, heaving with a great swellthsa slowly

her whole darkness was in motion, and she was aodarg
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its dark, dumb mass. Oh, and far down inside iredeeps
parted and rolled asunder, in long, far-travelligpws, and
ever, at the quick of her, the depths parted aleldrasunder,
from the centre of soft plunging, as the plungentdeeper
and deeper, touching lower, and she was deepedespbr and
deeper disclosed, and heavier the billows of hded@way to
some shore, uncovering her, and closer and cldgegged the
palpable unknown, and further and further rolleslwWaves of herself
away from herself, leaving her, till suddenly, isdt,
shuddering convulsion, the quick of all her plasaswouched,
she knew herself touched, the consummation was begn
and she was gone. She was gone, she was not, améstborn:

awoman. (CL 174)

Lawrence, once more, employs a language full pétrdons and exclamations, a “fluid”
feminine language very close to the lyrical langubhg employed ifhe Lost Girl.This sort

of language, as we have seen, is what Hélene Ciatmsst five decades later, in her famous
essay “The Laugh of the Medusa” (1975), would adersa language able to “give [the
woman] back her goods, her pleasures, her organgnmense bodily territories which have
been kept under sealNEF 250). It is not accident, surely, that Cixous sdaertitle one of

her booksThe Newly Born Womarfor the above description of Connie’s vaginal orgas

a great example of the kind of text which, for H&éCixous:

will know itself better than flesh and blood, ngi

insurrectionary dough kneading itself, with sona,ou
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perfumed ingredients, a lively combination of flgin
colors, leaves, and rivers plunging into the sea we

[women] feed. NFF 260)

In Lawrence’s writing, female sexuality finds uttace in an almost subversive language

which reflects the openness and plurality of fensabeuality.

Connie: The Body Protectress

Connie is now on the threshold of discovering baglrepressed womanhood. She is led to
her rebirth, her reward for listening to the sadeetjuage of the body and the senses, for
obeying its natural drives. For the Lawrencian hepthis journey into subterranean world
of the self is a mystical experience which willimately lead to salvation: “Ye must be born
again! — | believe in the resurrection of the b8dy!CL 85). Connie becomes a priestess in
the holy land of the senses and instincts, a chamgi “warm blood-sex that establishes the
living and revitalizing connection between man aminan” (327), a participant in the holy
mystery of life, the life opposed to death, thetdetelivered by the machine which has
distorted the natural habitat of the human beimgktheir very consciousness: “The utter
negation of natural beauty, the utter negatiornefgladness of life, the utter absence of the

instinct” (152).

As the novel develops, Connie learns to apatethe sacredness which Lawrence
attributes to the sexual act. Although there anes when she feels “cold and derisive,”
repelled by her lover’s body, viewing it as “a fisbl, impudent, imperfect thing, a little

disgusting in its unfinished clumsiness” (172) sta@noments of scepticism are short-lived,

314



shortly after this she “[clings] to him in terrof173), begging him not to leave her. Connie is
split between the consciousness of the mind artdbftthe blood, and she cannot be whole
until she finally acknowledges in her soul the sddiphallic for Lawrence) consciousness
which brings her into holy communion with the profol mystery of the cosmos. T.H.
Adamowski draws an interesting parallel betweenreswe’s idea of the conscious ego,
which is synonymous with self-awareness and oppibeesue self of the bodily otherness,
and Jean-Paul Sartre’s concept of the “reflectorgsciousness,” the state where the false
human ego operates, and is the opposite of thegfteetive consciousness,” the
consciousness which precedes it and brings ugiumg relationship with objects (Squires &
Jackson 41). Adamowski points out that Sartre, likerence, “believed that we fear this
monstrous spontaneity [the prereflective consciesshbecause it leaves us perpetually open
to that ‘unknown’ that lies before us in the futtiteawrence too find¢ife on “this level”

where the “deeper spontaneous self’ lies (Ba3ly Chatterley’s Lovelin particular, presents
the existential situation in which modern men amainen generally find themselves, caught
in the constant conflict of reflective consciousésthe consciousness which sdyhink”

with the deeper self of “flesh and bone” (43).

Once Connie comes into communion with herrgftective consciousness,” which brings
her into living relation with the reality aroundrhend the objects of this reality, she becomes
the body-protectress. She discovers the body éadifrom the self, the body as otherness,
and explores it as something long lost and newdynéb The body arouses in her conflicting
feelings of curiosity, desire and revulsion. Sheatfs it before the mirror as it were a thing
alien to her, she explores avidly the body of beel, attracted, desirous and yet at times
visited by sudden thoughts of its sheer strangerisarely that thrusting of the man’s

buttocks was supremely ridiculoug’GL 126). But it is through the body, hers and Mellprs’
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that she will be reborn. The body in nature becothexentral symbol, importing into the
novel the deepest significance of the pagan mythriumal. The two lovers decorate their
bodies with flowers and dance in the rain like Adama Eve. Connie becomes part of the
rhythm of nature, “gone in her own soft rapturke la forest soughing with the dim, glad
moan of spring, moving into bud” (138). She cartlesforest in her soul and the forest
carries her into an ecstatic, metaphorical worldreneal, more free than she had hitherto
experienced, a world where she may feel at homeubh the body, Connie joins the sacred

as the body here, once more, becomes a religionbdy

As we saw, it is in the wood, through natura t@onnie’s body reestablishes the
connection with the sacred, religious propertiehefcosmos and sexual-spiritual
regeneration is achieved. As John B. Humma sugd#iséesmetaphors ihady Chatterley’s
Lover— linking bird, beast and flower (and air, watsath) with one another and with hero
and heroine — organically emblematize both the alespiritual union of Connie and Mellors
and a similar union [...] between them and the saam®od, which is in effect the ‘cosmos,’
to use Lawrence’s term” (86-7). This connectiomtagtn nature and the (human) body,
brings to the surface a primordial consciousnegs;iwin the Lawrencian lexicon is
identified with the “oldest religion, a cosmic gglhn the same for all peoples, not broken up
into specific gods or saviours or systeni8h@enix147). This is the tender, phallic
consciousness described in the chaptéMamen in Lovehe knowledge in the flesh, which

can only be found through the sacred union of taterand the female.
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The Phallic Consciousness and Connie’s “Submission”

Connie does not have to undergo a long processtition and trial in order to realize that
she is shackled by the unnatural, deadening enwvieotishe lives in. She immediately
recognizes the necessity to escape, and boldlwthherself into the liberating experience
that is the dynamic, revitalizing force of the sakact. In a moment of epiphany, Connie
discovers the mysterious power hidden in the ma@a organ: “Now all her body clung
with tender love to the unknown man, and blindlytte wilting penis, as it is so tenderly,
frailly, unknowingly withdrew, after the fierce thst of its potency”l(CL 174). As

mentioned in the chapter &domen in Love_awrence has often been accused by feminist
theorists of phallocentricism, an insistence onadéenmterpretation of sexuality. On the other
hand, as many other eminent critics have remaikedextraordinary how closely Lawrence
associates the phallus with feminine qualitiesakilSimpson points out that Lawrence has
interpreted the phallus according to the needssofvbrldview, often identifying it with the
sexual, but at times acknowledging in it sometharger than the sexual, a numinous symbol
of the cosmic forces of creation. She even draparallelism between Lawrence’s
conception of the phallus and the Lacanian oneghvbees it as “the symbolic nexus of a
multitude of possible relationships.” (Simpson 183¢e also chapter iomen in Lovéor
more on the concept of “phallic consciousness”).ddy Chatterley’s Lovein particular,
Simpson claims, the phallus “becomes linked witythrmic cycles and with a rootedness in
natural processes more usually assigned to feraalealty than to the sporadic and
unpredictable manifestations of male desire” (184)M. Daleski too, inThe Forked Flame
distinguishes between a “glorification of the ‘dbal’ of male power, that is, and an
adherence to the ‘phallic consciousness’ [...] areagliice to a sensitive if earthy physical

awareness, to the senses, to a vital spontaneitgntierness — in a word, to the female
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principle” (Daleski 260). Lawrence clearly consgl@hallic consciousness to be synonymous
with passion, and passion is the source of therarglatrength shown by all major
Lawrencian heroines. Daniel J. Schneider also dedtesition to the feminine element found
in Lawrence’s philosophy of the phallus: “Lawrerscphallic consciousness, so closely
related to his emphasis on warmth and tenderreatso a kind of feminine consciousness,
of the sort traditionally associated with the layieind caring mother” (Schneider 183). James
Cowan notices the way Lawrence applies phallic yieim to nature: the tree under which
Connie sits is “rising up in elasticity,” it isa“erect’™” and ““alive’ thing. He notes that

this “suggests the mythic powers that Lawrencekesan ‘Pan in America’ in the figure of
the pine tree in Kiowa Ranch,” which gathered “tagyower from the dark bowels of the
earth.”” Connie senses the same power in the digfadhich “are modelled in the Earth,”
something that in Cowan’s view affirms “the femgtnerative function of incarnation”
(Squires & Jackson 110). The phallic power whichrgs from the earth is here equated

with the feminine omnipotence of nature: the comityecreative, regenerative force that
brings forth and maintains life. This assimilatizetween phallic power and female
tenderness is not accidental. By his last yeargmhdy Chatterley’s Lovewas written,
Lawrence had abandoned the earlier dogmatic ideas éeadership and power as he had
expounded them in “The Crown.” In a letter to RBHrdiner in 1928, Lawrence drops the
notion of “an obsolete form of leadership” in favaf the more humane and realistic concept
of a “reciprocity of tenderness”L(vi. 307), which is mutual love, the true communion
between people, a “democracy of touch,” as Tommkd3yputs itILCL 75). It is indeed an
exciting and comforting concept which opposes thite@itarian attitudes that Lawrence had

exposed inhe Plumed Serpent
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In the second version of the novel, the ondiglidd under the tittldohn Thomas and Lady
Jane,Lawrence makes an important distinction betweerpimis and the phallus: “For this
is the difference between the two: the penis iseermember of the physiological body. But
the phallus, in the old sense, has roots, the déepets of all, in the soul and the greater
consciousness of man, and it is through the phalbts that inspiration enters the soul”
(FSLC440). Connie is blessed with this inspiration. Seires Mellors genital organs, as
Ursula admires Birkin’s body, as symbols of lifeddertility, and allows herself to be
initiated to the phallic mystery, here synonymouthwhe mystery of the life source which is
female: the Father who should, more properly, led¢&other (Forewordl70). Like
Ursula, Connie refuses the patriarchal “order,”#hgmbolic” to use the Kristevan term, of
the phallus as the emblem of male domination. VBhatcelebrates in the inner, silent,

creative, “feminine” power of the phallus:

It had been so perfect! And she loved it so!

And only now she became aware of the small, bugl-lik
reticence and tenderness of the penis, and adrttlef
wonder and poignancy escaped her again, her woman’s
heart crying out over the tender frailty of thatiethhad

been the powerLCL 174)

It is Mellors, of course, who is the carrier oétimale organ, the indispensable instrument for
her metamorphosis, but that does not mean thati€tas to submit to him as a man. On the
contrary, the man, the keeper of the phallus, besdner servant, the instrument that opens
the door to real life in desire, to real womanhdaglvrence also makes clear the difference

between the gamekeeper’s authentic male passiotharempty masculinity of Michaelis, a
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wholly new character in the second version of ttreeh one of her husband’s crowd with
whom she also has a brief sexual affair. He ismaat®nally impotent man and thus an
unsatisfactory lover who fails to accept and embr@onnie’s sexuality. She remains
indifferent to the promises Michaelis gives her iathately after their love-making, promises
of a life of luxury, which she knows he is in a pio® to fulfill. Michaelis cannot offer her
real life in the body, as Parkin does; he can pnbmise to satisfy a social ambition. He is
incapable of loving a woman, of joining his bodyhers and becoming a real partner in life

physically and spiritually.

The Male Love and its Transformative Power

Connie is worshipped, albeit very differently, biy Slifford and Mellors, her two men.
Clifford’s love is tainted with the century’s madai It is a distorted worship “based on
enormous fear, and even hate, of the powers aflthiethe dread idol. All he wanted was for
Connie to swear, to swear not to leave him, ngite him away” LCL 111). It is sterile and
suffocating, and like Daphne helLadybird Connie is repelled by her husband’s
declaration that she is for him “the great I-ankhe sees this as an effort to impose on her
“this ghastly burden of all-life responsibility” wh keeping her “in the void” (112) trapped
in Wragby forever bound in his service. Clifforak®rship, no matter how sincere or deeply
felt, is the wrong kind of love to be offered toesl woman. It seeks to force devotion and
exploit it; it appeals to the sentiment and pogsibe intellect, but takes no account at all of

the vital spontaneous, numinous senses of the body.

Mellors, on the other hand, worships her mltlody and with his own body. She is his

saviour because she has “connected him up agai®);(&he has broken his isolation and re-
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established the sacred communion with his manhadda phallic energy. Similarly,

Mellors has seen the woman behind the personayf Chatterley, this false ego of a self
corrupted by modern habits and imposed ideas, asdntanaged to penetrate to the true core
of her existence, her femaleness. Thus he hasduaglyeeded in liberating her, whereas
(other) “men were kind to theersonshe was, but rather cruel to the female, desplsangpr
ignoring her altogether” (121). Clifford is unaltesee the real female in his wife; he is not
only physically impotent, he has also sacrificetiion to intellect and thus lost the ability

to enter the psychic, feminine realm where true awoinood is to be found. His wife remains
a stranger to him to the end: he can only truglidgt-$o-spirit connection with her, a
connection which is not sufficient for a rich an@found man-to-woman relationship. It is
the husband, not the adulteress, who is the neaésbf the story, for he has committed the
sacrilege of ignoring the female passion he shbaige discovered and embraced in his wife.
He receives a cruel punishment for this failure mtwvards the end of the story he makes an
attempt to restore some kind of contact with thmedke body in the person of his nurse, Mrs
Bolton, but it is as vain as it is pathetic: “Arfeeh he would put his hand into her bosom and
feel her breasts, and kiss them in exaltatione#tadtation of perversity, of being a child

when he was a man” (291). The nurse becomes tistitsti® female, a woman who takes in
his consciousness the form of a Magna Mater, at@®fether, a quasi-maternal, quasi-erotic
presence deprived of her natural earthy dimensieprived of her real female substance, the

sacredness the body endows her with.

This almost infantile state of mind into whilcl lapses, causes the emergence of a “certain
remarkable inhuman force,” which makes him a maceasssful but rather inhuman
businessman. It is a negative metamorphosis, trexge of Connie’s own, based on the

unnatural dependence on Mrs Bolton’s perverse materesence, which inevitably results
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in “the utter abasement of his manly self.” It isrth noting that Mrs Bolton is both “thrilled
and ashamed’LCL 291) by his absolute reliance on her. As an emgpgke may well feel

a thrill at her employer’s submission. But as a vaarwho has loved her first husband with
the same earthy, bodily love with which Connie kellors, she feels repelled if only “in
some corner of her weird female soul” “the remotesher of her ancient healthy
womanhood” (292). Mrs Bolton is not really as negat female character in the story as she
may seem. Lawrence trusts that her female instinderstands perfectly well that this is only
a deceptive, illusory relationship with a man wiao oeither understand nor claim a

woman’s otherness.

Mellors, on the other hand, serves this othesme a way that is as natural as it is efficient.
He knows that a woman needs to be loved in the wamd he is both willing and able to
satisfy this need. He sees Connie as the femads,dtie union with whom will establish the
sacredness of their relationship and light theléliforked flame” between the two, their
personal “Pentecost,” the fiery sign of the bentaicof their relationship, and give both of
them the strength to live together in a world afrarn the chaos around them, a base from
which they can resist the monstrosity of the inhameality dominated by “Cliffords and

Berthas, colliery companies and governments andhthreey-mass of people” (300-1).
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Lawrence and the “Four-Letter” Words

In this final version of the novel Lawrence depiatsiuch more sophisticated Mellors
capable now of articulating his creator’s ideaslalloe state of the world and human
relationships. Leaving behind the image of the waghnan, Mellors has now gained a
commission after his heroic performance in the \M#s.reading of books renders him an
eloquent defender of his ideas and values and#uemes more evident in his letter to
Connie which concludes the book. There, Mellors $ke union with the female as a kind of
religious ceremony, a natural physical expressiaesgpect to the eternal, infinite universe:
“We fucked a flame into being. Even the flowers faieked into being, between sun and
earth. But it's a delicate thing, and takes pa&érfcCN 301). Here Lawrence makes a
valiant effort to put his metaphysics into wordsmbining a poetic, transcendental language,
rich in biblical allusions, with a colloquial, progative language of the body, knowing that
many would find it vulgar and obscene. Lawrencerdoubt that we must dare to use
these allegedly obscene words, for he sees thémragural part of the mind’s
consciousness of the body” (309). In Mellors’detio Connie, Lawrence puts four-letter
words in the context of a biblical, spiritual lamge thus schematically combining two large
and important fields of signifiers and signifietlsis bold combination of the sacred and the
profane serves as a signifier of his dualistic ipleyaics of life in the mind and life in the
blood. Lawrence sees them as two indissoluble giacehich must coexist and serve one
another. A human being cannot live in harmony witiher real self without liberating the
mind from its terror of the body.CL 309). Mellors here is “able tihink sex, fully,
completely, honestly and cleanly” (308). Therehastity about sex, which strips a word like
“fuck” from its vulgarity and turns it into a sigrer of the sacredness of sex, seen as a ritual

that follows the natural rhythms of life, “the rhyns of the sun in his relation to earth,” and
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man and woman suffer when cut off from these nathsahms, “bleeding at the roots [...]

cut off from the earth and sun and stars” (323).

Connie is acutely aware of this loss of contéth the authentic self and its dire
consequences, and this is what truly makes harehial character in the novel. Her fight for
life is the main theme, and her quest towardsreallization provides the main plot. At the
end, what brings Connie to the final purificatidmand and soul is not her sexual liberation,
which alone would be regarded by Lawrence as alipecprobably dangerous, sort of
selfishness, but the regeneration of the sensethartabdy through the acceptance of their
physicality. Mellors is the initiator of her rethittcombining sexuality, tenderness and phallic
power, and becomes a creator too as he offers €difenboth in the metaphorical sense (the

resurrection of her body) and the literal (the @ption of the baby).

Connie, Motherhood and the Taming of Female Anger

Although unborn, the child provides one of the majgmbols in the story: it epitomizes the
real union of the male and the female; it is thedobetween the human and the source of life
that lies beyond; it is the fruit of the harmonyaddished between the mind and the body,
which results in the birth of new life. Connie yesifor motherhood, not out of a “benevolent
spiritual will” (FU 50), which Lawrence considers the most commonvadhat drives

women to childbearing, but out of a true woman’spoken mystical urge “to have a child to
a man whom one adored in one’s bowels and one’shwdiven so, she still had to fight

“the devil of self-will in her breast'(CL 135), the wild bacchanalian passion that would see
the man as her “temple-servant,” “dwindled to atemptible object, the mere phallos-

bearer, to be torn to pieces when his service wdsmed” (136). Once more, Lawrence
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warns against the female will, the obstinate desfithe woman to keep herself intact,
uncontaminated by male intrusion. Connie oftendihdr will threatening to wrench control
and break forth like a fiery force. At times, sidf this call of the wild self quite

irresistible:

Ah yes, to be passionate like a bacchante, like a
bacchanal, fleeing wild through the woods. To call
on lacchos, the bright phallos that had no independ
personality behind him, but was pure god-servatieo

woman!

The dark side of female power is here, once mdestified with the obstinate will, a result
of and reaction to social roles and restrictionpased on women. Lawrence considers it a
curse, for it tends to smother the real need ofvtbmnan to find peace and pleasure in her
“real” womanhood. This feminine need for satisifactcan only be fulfilled through the
abandonment of the female to the male she wantsn\Wonnie was thinking of “beating
down the male” she could at the same time feehbart heavy. “She did not want it.” She
had realized the need to “sink in the new bathfef in the depths of her womb and her
bowels that sang the voiceless song of adoratib®8). She sees the baby as the symbol of
new life between her and the male, and it madein&r‘deep to the centre of all
womanhood, and the sleep of creation” (135). Costags wishing for a baby soon after her
first sexual intercourse with Mellors. It's the aftlove-making which awakens the maternal
instinct in her, not vice-versa. Sex is apocalyptiopens the way to discover life and its
secrets, it leads to salvation of the human insand feelings. Motherhood here is not just

about having children; more than that, it is a raltinstinctive way to embrace creation, to
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appreciate and adore the miracle of life in aniiive, psychic way. In this sense, Connie will
never become a conventionally ideal mother, thddeMadonna figure with the baby in her
arms. As a mother, she is likely to possess somgtifi the fierce independent spirit of
Artemis who will seek for freedom in the embracenafure, the female warrior aggression of
an Amazon who will never compromise, even the sarsim and sensuality of Aphrodite,
which will keep her in the arms of the man with whehe joined. Motherhood is seen as a
universal principle, but also as a gift that is phivilege for woman, a concrete proof of her
connection with the other. It is not ego fulfillmtesr even spiritual satisfaction, but a
mysterious ritual that celebrates every aspedi®fite force and brings the woman in touch

with physical reality, the reality of the body.

The character of Connie Chatterley allows Lawgesto explore different aspects of the
issues which lie at the heart of his worldview. Sewtherhood, womanhood and their
interrelations acquire here their most completaesgion in the Lawrencian canon, and
combine to give utterance to the most profound esgion of his cosmic philosophy. Once
more, the artist locates his struggle with thesasdn the locus of the feminine psyche. It is
Connie’s intuitive awareness of the loss of thé aetl her desire to restore her feminine
authenticity that is the generative theme of tlee. And it is finally her willingness to
“submit” to the male otherness Mellors representsch, thanks to her sound female
instinct, she is able to acknowledge and apprediadt provides the resolution, the final
triumph of the body and the sensual world of fegdiand emotions for which Lawrence

yearned.
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CONCLUSION

It is a well documented fact that in the earl)tﬁidéntury many artists of different persuasions
were all seeking replacements for the old socidl@uttural norms that were looking
increasingly inadequate, false and after the Kistld War downright destructive. Lawrence
sought a path away from the stifling confines ofteen rationalism, and his powerful and
original fiction, not only questions the tenetgwddern life, but suggests that the only way
out of the sorry mess mankind has created for Hessthe rediscovery and acceptance of
archetypal human emotions. By extolling the spediaiies of feminine nature, in particular
feminine closeness to the instincts and affinitthviature, Lawrence allots to women a
determining role in the quest for the salvatiomomanity. Like modern feminists, his main
purpose, apart of course from the creation of Hisagas to construct a new feminine identity,
and he did so artistically by refusing to follovetlogic of the patriarchal order, consciously
or not. This new feminine identity is nothing mared nothing less than the discovery of the
authentic female self, a self closely connectet witeturn to the natural values of life of
which the most important are desire for and lovéhefother sex, values which Lawrence

believes to be far from the merely sensual.

This insistence upon the redefinition of tbkes of men and women along lines that
looked as much backwards in time as they did fodeanto the future, earned Lawrence a
reputation for misogyny which though not really @e®d, is not difficult to understand. To
attain a new equilibrium for a civilization thatshst its bearings, it is necessarily to make
radical changes, and in his search for a sustanaay of life in accord with what he saw as
true human nature, Lawrence sought to formulate noéss for both sexes. His proposed

solutions ran contrary to the dominant patriar¢rexids, but also contrary to much feminist
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thought, especially that which did not go any fartthan the demand for equal rights. But all
the evidence one needs about his attitude to wosndere in the many positive female
characters in his fiction. Although reformers teade dogmatic, and Lawrence is often
susceptible to the lures of dogma, yet, in spitkisfrelentless pursuit of a theory that could
form the basis for a better life on earth, his basient is remarkably open. Heroines (and it
is almost always heroines rather than heroes) é&maityibreak free of stereotyping and dogma
to the extent that one is tempted to speak of thghefying authorial intention. There is
something totally fascinating about the way Lawegs¢emale characters refuse to succumb
to stereotypes, social and literary, but think| #ael act with maturity, intelligence and
resoluteness that distinguish them from the ma&lksough their choices at the end are
predetermined, as they are purely creations o&thgt’'s mind, they expose a clear
argumentation and free spirit which exceeds aushoriention and in most cases earn the
reader’s approval who immediately perceives thikependent reasoning articulated by them.
The tale shows them to be, not only individual &eé within their fictional context, but also
inspirational examples of an alternative paradibawrence, being a man who could still
believe in the possibility of better, healthier,madalanced human societies, uses them as

healthy examples of human being in constant sezrttiie meaning.

This bold determination to hope is in itselfreghing unusual that distinguishes Lawrence
from other canonical authors. Though, like manthein, he was strongly attracted to the
eclectic adoption of elements found in various alocultures and religions, ancient and
contemporary, he systematically constructed withenlaboratory of fiction characters,
situations and conditions that examine the possitaf regeneration and renewal here and
now. His view of myth is not anthropological; hesenyth as a living, flexible metaphor for

intelligent use in varying conditions rather thanaanaive primitive substitute for scientific
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knowledge. Thus, his frequent mythicization of womathough not conscious and
deliberate, must be seen in this light as constreice-examination of human social norms,
not wilful, arbitrary plundering of traditions pdsitr the construction of exotic stereotypes. It
is a sort of mythicization which is in accord witts belief in woman’s nature, an essentialist
attitude perhaps, but one which is always modetayetie realistic descriptions of these
“goddesses” as women who feel and suffer, who esfode confined to the sterile life
ordained for them by modern civilization, and h#we courage to revolt against the

conditions that suffocate them, even against ttre@tor.

This tendency consistently shown by Lawrendembe satisfied with the fall of the
declining old order, but actively to seek the ensaxg of a healthier, more stable one can
also be seen most clearly in his use of languagetwh itself presents a model of the new as
he saw it. There is a very striking difference betw his male voice with its complete
command and accuracy — the very embodiment ofyiimdaslic order — and the rich, sensual
female voice he adopts almost always in direct eochon with a female character, when, for
instance, a heroine experiences a kind of disswludf the self through the closeness of
nature. This is exactly the kind of language HélEn®us has defined as feminine, a
language springing from the fertile emotional otbethe female nature, the “semiotic”

language of the feminine body.

In a similar way, Lawrence himself uses langutigat can be impressionistic as well as
highly ordered and formulates theories that leaapla room for the forces that cannot be
controlled by reason alone. Indeed, his most urggadmmendations are the descent into the
unconscious — which is female — and the reclamatfdruman instincts — which are wiser

than the intellect — and the abandonment of tHas&he other, which is sacred.
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